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The volumes in the “Whole World” Music Series are designed so as to be equally useful to professionals, teachers, students and amateur 
music lovers. Each collection comprises 256 or more pages of the finest musical material, well printed and sturdily 
bound. Be sure to look over the title-pages reproduced below, and send for the complete catalogue. 
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CARL, VIOLIN INSTRUCTION 


Piano and Organ Instruc- 
nen} based on personal instruction 
by permenke, Scharwenka & Liszt. 

N. School of Music and Arts, 
Tel. Circle 4500 
New York, N, Y. 
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1827-31 8S. Broad St. Philadelphia, Pa, 
SYSTEM. _ Improved Music Study for 
D U NN | N G beginners. Normal Training Classes 
Carre Louise Dunning, 8 W. 40th, N.Y. 
ARTHUR de—SINGING, 
G U | H A R D {from Rudiments to 
Professional Excellence) 
MUSICOLOGIsT, AA EAL 176 Huntington Ave., Boston, Mass, 
School of Muale and Arts 
RK Ralfe Leech Sterner, Director 
310 West 92nd Street 
pe SSE 2 oe aes SNE as 
INSTRUCTION. Summer Rate. Special 
Sight-Reading Course. MMB. M. MARTIN. 
Recieky OES 330 West 95th St., 
New York Ns 
PIANO & ORGAN 
310 West 92nd Street 
SUTO A Ae OF MUSIO 
Demonstrations 
Vi suo ] @ Normal Classes. 
Frederick Schlieder, Creative, Musical “Expression. 
Philadelphia, Pa., Lansdowne, Pa., 
1712 Chestnut Street, 243 W. Albemarle Ave. 
Phone, Spruce 4986 Phone, Lansdowne 5271. 
Correspondence Instruction, 
VE N Mustcal Theory, Harmony, Melody Wrtttng, 
Counterpoint and Musical Form. 
Tuition for each course is Twenty Dollars, payable one-half in 
advance—STATE TEACHERS a: California, Penna. 
Mrs. 
VI BR G | L ROMVOL OF MUSIO 
411 West End Ave, New York 
PIANO COURSE J 
N 0 R Mi AL Leschetizky Method [Certified] New 
York, Paris, Vienna. Teachers and 
Advanced Students Spring and Summer Classes. 
Special Markings Bertha Yocum 
Correspondence 310 Baker Bldg. 
Telephone 1520 Chestnut Street 
Woodland 4469-W hiladelphia 
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KATE MORTON LAXTON’S 
ASHEV| LLE SUMMER NORMAL CLASS- 
Es for Teachers of Pianoforte 
July 10 to 24; combine vacation and training ; 


year, endorsed, successful. Write for outline. 
Morton Laxton, “‘ Thrushwood’’, Asheville, N. C. 
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SHENANDOAH GOLLEGE 


AND CONSERVATOR ©. Rates reasonable. 
Catalog free. In the heart 2! tne  iuouan toon Valley. 
Dayton, Virginia 


WESTERN 


CONSERVATORY 70 Instructors 

Mi F K | CAN Piano, Voice, Organ, Violin, etc. 
Kimball Hall Chicago 
ANNA TOMLINSON (pupil of Leschetizk y) 
B OYD Forty Normal Lessons for Piano Hand 
Development and Teaching Beginners and 
Advanced Pupils. Lists of music to develop each step 


analyzed technically and interpretively, $5.75. Teachers’ 
Summer Normal, University Extension Conservatory. 


640 Lyon & Hea uly Bldg., Chicago. 
Violin, Organ, rt P. 8.M. 60 E 


Van Buren St. Ago. 
Oonservatory of Muale 
NNATI Kstasuisnep 1867. Iighland Ave. 
and Oak St. Cinelunati, Ohio 
CONSERVATORY OF MUSIO 
D ET R 0 IT 1000 Students. 60 Teachers 


Musical College. 60th year. Leading 
School in America. Piano, pean 


1013 Woodward Ave., Detroit, Mich. 


Oonservatory of Music 
Galesburg, Illinois, 
Catalog free. Wm. F. Bentley, Director 
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EUROPEAN MUSIC TOUR 


A Tour For Music and Art 
DR. LeROY B. CAMPBELL 
HEAR Concerts, Operas, Organ Recitals, Great 
teachers Such as Matthay, Etal, Parsifal at 
Munich. 
SEE England, Germany, Austria, France, Italy, 
Switzerland. Prices to suit all. 


‘Send for Booklet. LeRoy B, Campbell, Warren, Pa. 


ASK FOR OUR CIRCULAR OF 
Educational Music Books 


for Schools, Academies and Colleges 
including Text Books, Reference Works 
and Collections 


THEODORE PRESSER CO. 
1712-1714 Chestnut St. Philadelphia, Pa. 
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SPECIAL NOTICES 


ANNO UNCEMENTS 


PERSONAL FOR SALE 


FOR Pedal-board. 
Square. good condition. Price $15.00. Also 
Walnut technicon, five keys for fingers, weight 
for wrist action ; for home practice or travel- 
Price $5. 00. Address J. F., care of 


SALE—Organ Foot 


FOR SALE—Fast growing music school in 
middle North-west city. pop. 350,000, all 
branches, theatre organ. Address OK, ” cares 
of Etude. 


FOR SALE—Sohmer Baby Grand piano 
nearly new, perfect condition, owner’s hand 
disabled, full guarantee. Address “Z ,” care 
of Etude. 


INTEREST FOR SALE in a well estab- 
lished Conservatory of Music in thriving city 
of 350,000. Desirable for pianist and teacher, 
(advanced grades). J. Francis Maguire, 2310 
Collingwood Ave., Toledo, Ohio. 


USED MUSIC—Lowest 
quotations. Southwestern 
BH. Sth St., Tucson, Arizona. 


rices. Ask for 
usic Co., 1217 


. Good condition, Oak cases. 
$50.00 each. Address J. Y. B., care of Etude. 


POSITION—Teaching piano and theory. 
Specialist with children. , Graduate of three 
schools. Eight years’ perience. Visuola 
teacher. Address ‘“M,” care of Etude. 


ATTRACTIVE MUSIC STUDIO—Period 


furnishings ; 22nd St., overlooking Delancey 
Place, Phila., Pa. Rit. 4272. Unusual Op- 
portunity. Reasonable. _— 


WANTED—Piano Teacher to take over 
well prepared class in growing Maryland city. 
Address P. A. R., care of Etude. 


|___ ANNOUNCEMENTS _| 


CORRESPONDENCE SINGING COURSE, 
Small Monthly Payments. 
Dr. Wooler, Cleveland Ave., Buffalo, N. Y. 


MUSIC. COMPOSED to your words—Melo- 
dies Harmonized—Manuscripts corrected and 
prepared for publication. R. M. Stults, com- 
poser “Sweetest Story Hver Told’ and 600 
other works, Ridley Park, Pa. 


PAPERS on musical subjects prepared 
for club use. Programs arranged. George A. 
Brown, Lansdowne, Pa. ; 


LEARN TO PLAY THE PIANO OVER — 
THE WEEK END—Price 50c. BE. M. 
Royle, 3559 Mission St., San Francisco, Calif. , 


TEACHERS—HExtra money. Particulars, 
stamped envelope. Manuscripts accepted. 
James Music Co., 414 N. Illinois St., Indian- 
apolis, Ind. 


If You Teach Piano Ask Us to 
Send You Without Charge 
Some of these Helpful Catalogs 


ELEGANT PIANO COMPOSITIONS 
BY PROMINENT COMPOSERS. 


Thematic excerpts of almost 100 
pieces in the upper medium and dif- 
ficult grades are shown in this cata- 
log. : 

SAMPLE BOOK OF PRACTICE 
PROMOTING PIECES. 


Shows full-page portions of 48 out- 
standing piano compositions in the 
first three grades, excellent teaching 
and recreation material. 


CATALOG OF JUVENILE 
CAL PUBLICATIONS. 


Every teacher of child music students 
and director of children’s entertain- 
ments should have this catalog, which 
covers piano works for the enter- 
tainment and instruction of the 
young, action songs, juvenile plays, 
musical games, ete. 


ADVANCE OF PUBLICATION 
SPECIAL OFFERS ON NEW 
MUSIC WORKS. 


Each month this folder is, issued 
for the purpose of acquainting music 
teachers with new works which can 
be obtained in advance of publica- 
tion at remarkably low prices. 

We will gladly place your name to 
receive either of the above folders 
each month upon receiving your 
postcard request. 


MUSI- 


THEODORE PRESSER CO. 
PHILA., PA. 


1712-1714 Chestnut St. 


Rica, 


Uruguay. 


letter, 
stamps. 
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_ THE BETHLEHEM BACH FESTIVAL will 
occur this year on May 10th and 11th. Com- 
‘memorating the two hundredth anniversary of the 
t performance of the “Passion Music Accord- 
to St. Matthew,” on Good Friday, under the 
rection of the composer, this work will be sung 
m the 10th; while the ‘‘Mass in B. Minor” will 
have its fifth complete performance at these festi- 
vals, on the 11th. Address all inquiries to H. J. 
_ Schneller, 47 West Broad Street, Bethlehem, 

Pennsylvania. 
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J. HAROLD BROWN, of Indianapolis, In- 
diana, has received the Harmon Award in Music 
_ offered by the late Rodman Wanamaker for com- 
positions by Negro composers. He received both 
the prize of one hundred dollars for a piano solo, 
“Negro Rhapsody,” and a similar sum for his 
orchestral composition, ‘‘Wade in the Water.” 
a +~¢—_—____—_—_—_—_—_-)» 

__A PHILADELPHIA MUNICIPAL MUSIC 
_ BUREAU has been established by councilmanic 
_ ordinance, which has been legalized by a_bill 
_which was passed by the state legislature. Clara 
Barnes Abbott, nationally known as a musical or- 
anizer, has been appointed Director of the bureau. 
An appropriation of $96,200 is provided for the 
_ initial year’s work. 


, <¢ D 
_ THE DAYTON WESTMINSTER CHOIR, 
after having completed a tour of the middle and 
eastern states, sailed for Europe, where it will 
begin on April 7th, at the Royal Albert Hall of 
i. London, a series of concerts in the capitals and 
leading musical centers of the various European 
countries. ; ; 
<< 
NATIONAL MUSIC WEEK is to be observed 
Vand year on May Sth to 11th. The keynote of 
_ the celebration will be “Make Music, for Music 
Makes Happiness.” Full particulars may be had 
Wes the National Music Week Committee, 45 
/ 


est 45th Street, New York City. 

, +<¢ ——_—__—___—_____ 
ALESSANDRO VESSELLA, for many years 
_ the conductor of the City Band of Rome, died 
if there recently at the age of seventy-eight. He 
_ Was one of the most fervid of Italian protagonists 
_ of symphonic music and contributed greatly to 
the advancement of musical culture by the trans- 
; 24 hat of orchestral music which he made for 
s band. 
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ARKER, organist of St. Paul’s Pro- 
athedral, of Wellington, New Zealand, recently 
clebrated his “jubilee” anniversary in that posi- 
tion which he assumed in 1878. Born and edu- 
ae in England, Mr. Parker migrated to New 
aland in the quest of health, but his services 
were soon in such demand that he became. “ac- 
mated” and has since remained in that inter- 
ng island, 
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FRANCES ELLIOTT 
CLARKE received, on Febru- 
ruary 15th, the degree of 
Doctor of Music from Tem- 
ple University of Philadel- 
phia. Mrs. Clazke is one of 
that small group of women 
musicians upon whom this 
honor has been conferred; 
and it came as a recognition 
. of her ee a ae 
in musica ucation in Amer- 
s E. CLaRKE ica. Starting in, herself, as 
a teacher of music in the pub- 
i she became a leader in forming the 
usic Supervisors’ Conference, of which 
s its first president. She has been also a 
worker in the National Federation of 
‘Clubs and was at one time vice-president 

at great organization. 


>» 


JES THIBAUT, PABLO CASALS 
“ge gM del ged eae of the ost 
ti urope, recen’ ve a joint con- 
Albert Hall, of Te belore an au- 
ten thousand people. 


Pd 


_ Subscription Price, $2.00 a year 
in U. S. A. and Possessions, Argen- 
tine, Bolivia, Brazil, Colombia, Costa 
Cuba, Dominican Republic, 
Ecuador, El Salvador, Guatemala, 
Mexico, Nicaragua, Paraguay, Re- 
public of Honduras, Spain, Peru and 


All other countries, $2.72 per year. 
Single copy, Price 25 cents. 


Remittances should be made by 
money orders, bank check, registered 
or Unitec 
t Money sent in letters is a 
risk the sender assumes. 

Renewal.—No receipt is sent for 
renewals since the mailing wrapper 
shows the date to which paid. 


Edit 
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States postage 


ing month desired. 


Entered as second-class matter January 16, 1884, at the 
P.O. at Phila., Pa., under the Act of March 3, 1879, 
Copyright, 1929, by Theodore Presser Co., for 
U. S. A. and Great Britain. 


Advertisements must reach this office not 
later than the 15th of the second month preced- 
Rates on application. 
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Che ETV D E 4 Discontinuances.—Owing to the 
MAGAZINE educational character ty THE 
A MONTHLY JOURNAL FOR THE MUSI- ETUD 
CIAN, THE MUSIC STUDENT AND 
ALL MUSIC LOVERS 


AMES FRANCIS COOKE 
Ass’t Editor. .. EDWARD ELLSWORTH HIPSHER 


an issue. 
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session or in transit. 
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Interesting and Important Items Gleaned in a Constant Watch on 


FREDERICK STOCK’S new 


for 


: Concerto 
Violoncello had its first public hearing at the con- 
cert of the Chicago Symphony Orchestra, on Jan- 
uary twenty-fifth, with Alfred Wallenstein, solo- 
ist of the orchestra, to whom it is dedicated, in- 
terpreting the solo part. 


————— ty 


TWENTY THOUSAND YOUNG PIANISTS 
recently took part in a contest sponsored by the 
London Daily Mail. Only compositions of British 
composers were used, and the prizes were British- 
made pianos to the value of about £7,000 
($35,000). 

eer 


SIEGFRIED OCHS, the eminent German cho- 
ral director, died at his home in Berlin on the 
morning of February 6th. Born at Frankfurt, 
on April 19, 1858, he received his musical edu- 
cation at the Berlin Hochschule ftir Musik, then 
under the control of Joachim, and from private 
teachers. He was a born choral conductor, with 
few peers in Germany. 


e—_——_—_——_—_———__ 


THE BIENNIAL CONVENTION of the Na- 
tional Federation of Music Clubs will be held in 
Boston from June 9th to 16th. Elaborate prep- 
arations are being made, by both Boston and the 
organization, in order that this may mark one of 
the greatest accomplishments in the history of 
the Federation. 


Ce 


THE EIGHTH WURZBURG MOZART FES- 
TIVAL will be held during the week of June 22d 
to 28th; and the Salzburg Mozart Festival will 
begin early in August. 

(ees Sa 

THE COVENT GARDEN SEASON of inter- 
national opera will open on April 22nd, when a 
series of performances of German operas, includ- 
ing the Wagner ‘“‘Nibelungen Ring’? and other 
favorite works of Wagner and of Richard Strauss, 
will be followed by a season devoted to Italian, 
French and Russian operas. There will be ten 
weeks in all. 

( a 

ERNEST CARTER, whose opera, “The White 
Bird,’”’ was presented in Germany last year, is 
new there collaborating with Theo Halton, the 
well-known German librettist, on the translation 
of an earlier opéra comique, “The Blonde Don- 
na; or, The Fiesta of Santa Barbara,’ for the 
German stage. Why not hear these in America? 

<¢ ——_—_——__ »» 

THE FOURTH NATIONAL SCHOOL BAND 
CONTEST will be held in Denver, Colorado, from 
May 23d to 25th, according to recent announce- 
ment. This is the farthest to the West that this 
contest has been held, but follows the policy of 
the Music Supervisors’ National Conference to 
have these events in various localities in order 
to emphasize their national character. 

a 

SIR EDWARD ELGAR, now seventy-one, pos- 
sesses a laurel trea which typifies the growth of 
his fame. When, years ago, he went to Germany 
to conduct that memorable performance of ‘‘The 
Dream of Gerontius,” after which Richard 
Strauss hailed him as ‘‘Master Elgar,’’ his ad- 
mirers presented him an immense laurel wreath. 
A sprig of this he planted in his garden at Here- 
ford, where it grew and thrived; and wherever 
he has moved the tree has been successfully 
transplanted. 

meet J 

SIXTY-TWO CONDUCTORS of Germany re- 
cently organized an Association of German Or- 
chestra and Chorus Leaders. They immediately 
declared a boycott on musical works for which 
er ask an excessive royalty. A similar 

oycott against scores which publishers would 
sell, was upheld by the 


only rent, and not 


courts. 
<¢—______———_-_) 

VERDI’S MASTERPIECES, ONLY, will be 
performed in the theater of Busetto, Italy, if a 
movement, reported to have been started by Tos- 
canini, is successful. 


Happenings and Activities Pertaining to Things Musical Everywhere 


MARY CARR MOORE has been awarded the 
first prize for her song, ‘‘My Dream,” and the 
second prize for her piano solo, ‘‘Murmur of the 
Pines,” in the contest sponsored by the Cadman 
Creative Club of Los Angeles, California. Mrs. 
Moore and her compositions are well known 
throughout the Pacific States. Her grand opera 
“Narcissa,’’ has been often heard on the western 
coast. It is based on the historic transcontinental 
ride of the missionary, Marcus Whitman, to 
Washington to thwart the transfer of our North- 
west to Britain; and it enjoys the distinction of 
being the first American opera written, staged 
and conducted by an American woman, 

A Seer = Se eee gee 

DR. ADOLPH BRODSKY, _ internationally 
known violinist and teacher of that instrument, 
died recently at Manchester, England. He came 
to the United States in 1890 and was for some 
time leader of the Damrosch Symphony Society 
of New York. Then in 1895 he became principal 
of the Royal Manchester College of Music, which 
post he held till his death. 

°¢ ——__—__—_——_-_) 

THE MUSES’ MAGAZINE, in the second 
number of its second year, came all the way 
from Brisbane, Queensland, Australia, to visit our 
desk. Welcome! Dealing with music and all 
cultural life, it looks very ‘“‘smart’’ in its dress 
of white and blue. A _ hearty welcome to this 
messenger from our colleagues in the far antipo- 
des! May it wax strong and prosper! 

¢ —__—_—_—_—_———_ 

MME. MINNIE HAUCK, 
the first of American prima 
donnas to attain great inter- 
national renown, died at her 


Villa Tribschen, near Lu- 
cerne, Switzerland, on Feb- 
ruary 6th. Born in New 


York City, in 1852, she re- 
ceived her vocal training 
mostly from the then famous 
teacher, Signor Achille Er- 
rani. After making her oper- 
atic début in Brooklyn, in 
1866, she rose rapidly to a 
leading place in the opera houses of America, 
England and the European continent, and became 
the greatest Carmen of her time. 
+¢ —______—————_)- 

THE FIRST ANGLO-AMERICAN _SUM- 
MER HOLIDAY MUSIC CONFERENCE will 
be held at Lausanne, Switzerland, during the 
week of August 2d to 9th. General Lectures 
and Discussions, Sectional Lectures and Discus- 
sions, a Division Devoted to Church Music, an 
Exhibition of Music and Instruments, and Con- 
certs and Informal Musicales; all these will fur- 
nish both profit and diversion to those in attend- 
ance. Full information from the Secretary, Room 
1139, 70 Fifth Avenue, New York City. 

——— 

THE “SLOGAN” PRIZE of one thousand dol- 
lars, offered by the Music Industries Chamber of 
Commerce, has been awarded to Mrs. Linnie Lewis 
Wilson, of Hamilton, Montana, for her slogan: 
“The Richest Child .is Poor Without Musical 
Training.’ The judges were Frank Presbrey, 
advertising man; Prof. George Agnew, of New 
York University, and S. L. Rothafel. 

nc D 


A NATIONAL CONTEST OF HIGH 
SCHOOL ORCHESTRAS will be held at lowa 
City, Iowa, on May 17th and 18th, under_ the 
auspices of the School of Music of the State 
University of Iowa. This will be the first of 
these events. 

<¢ > 

DR. MARTIN CORNELIUS RYBNER, com- 
poser, and from 1904 to 1919 head of the De- 
partment of Music of Columbia University, died 
at his home in New York on January 21st, at 
the age of seventy-four. Born in Copenhagen 
and educated there and in Leipzig, he attained 
fame as a pianist and was court pianist of Den- 
mark when he migrated to America. He was one 
of our pioneers in establishing departments of 
music in our universities, 


Minnie Hauck 


x MUSIC IS THE BATH OF THE SOUL x 


many do not wish to miss 

Therefore, the publishers 
are pleased to extend credit covering 
a year’s subscription beyond expira- 
tion of paid-up period. Subscribers 
not wishing this will please send a 
notice for discontinuance. 


Manuscripts.—Should be 
dressed to THE ETUDE. Write on 
one side of the sheet only. Contri- 
1 Every possible 
care is taken but the publishers are 
not responsible for manuscripts or 
photographs either while in their pos- 
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A MOTET FOR FORTY PARTS, by Thomas 
Tallis, the “Father of English Cathedral Music,” 
was recently sung by the Bach Choir Society of 
Newcastle-on-Tyne, England. The composition is 
for eight choirs of five voices each. Tallis, with 
his contemporary composer, William Byrd, had, 
from Queen Elizabeth, Letters Patent for the ex- 
clusive right to print music and ruled music 
paper for twenty-one years, the first of its kind. 
He died in 1585, just one hundred years before 
the birth of Johann Sebastian Bach. His com- 
positions show the early supremacy of England in 
part writing. 
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FOUR THOUSAND MALE VOICES, made 
up of seventy units of the Associated Glee Clubs 
of America, will join in a concert that will be 
given in Madison Square Garden, New York, on 
May 24th. 

ge a 


WALTER OTTO GOLDSCHMIDT, pianist 
and oldest son of Jenny Lind, died recently at his 
home in Upper Norwood, near London, at the 
age of seventy-five. 


ge a eS 


LA RAPPRESENTAZIONE DEL’ ANIMA E 
DEL CORPO, by Cavalieri, the first oratorio 
known to history, is to have what is believed to 
be its first American performance at Smith Col- 
lege this season, under the leadership of Roy 
Dickinson Welch, It was first heard in the Ora- 
torio of St. Philip di Neri in Rome, in 1600; 
and the Oratorio derived its name from this fact. 
Smith College has won a unique place in col- 
legiate history by its performance of early works 
for the musical stage: the first oratorios were 
presented in dramatic form. Besides the work 
mentioned, it is planned to give at the North- 
ampton college this year performances of Monte- 
verdi’s “Orpheus,’’ Handel’s ‘‘Rhodelanda’”’ and 
Andre Capletia’s. “Le Miroir de Jesus,’’ none of 
which is believed to have been heard before in 
America. ' 

¢—_—____—__——__-» 

A COMPLETE CAST OF A CHALDEAN 
HARP has been obtained by the joint expedition 
of the University of Pennsylvania and the British 
Museum, in their researches at Ur. The wood- 
work of the instrument had disappeared through 
decay, but the careful workmen discovered the 
cavities left in the soil and filled these with 
plaster of paris. The harp had been surmounted 
by a bull’s head of copper, inlaid with lapis la- 
zuli, which still remained; and lines of white 
fibrous powder indicated the position of the 
ten catgut strings. 


—— 


THE NATIONAL HIGH 
SCHOOL ORCHESTRA will 
meet again at Interlochen, 
Michigan, for a summer ses- 
sion of eight weeks, under the 
direction of Joseph E. Maddy. 
Edgar Stillman Kelley and 
other celebrated musicians and 
leaders will visit the camp and 
inspire the young players by 
acting as ‘‘guest” conductors 
of both rehearsals and con- 
certs. As an outgrowth of 
the movement, an_ All-South- 
ern High School Orchestra of one hundred and 
fifty. members met and played at the Southern 
Conference of Music Supervisors at Asheville, 
North Carolina, in the first week of March; and 


E. S. KELiey 


a Southwestern High School Orchestra of two 
hundred members will appear at the South- 
western Supervisors’ Conference at Wichita, 


Kansas, during the first week of April. 
——————— ee 
FELIX WEINGARTNER has completed _his 
sixth symphony. It is to be known as “La Tra- 
gica’’ and is in four movements. The second of 


these movements is developed from the sketches 
which Schubert left as having been intended for 


the third movement of his ‘Unfinished’? Sym- 
phony. 

(Continued on page 327) 
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The Home Complete 


with a New 


KIMBALL 


dite importance of music in the home is perhaps more 
recognized today than has been possible in the past- 
The piano as the basic instrument of all music study there- 
fore deserves great consideration. 


To complete the home with a new Kimball piano, either 
grand or upright, associates your surroundings with those 
qualities of excellence for which this name has long been 
famous, and which are realized in every instrument. 


To Kimball reliability and prestige over a long period of 
years is added all that is modern in piano manufacture, 
design and finish, and a vitality of tonal beauty that in- 
stantly appeals to student or professional artist. 


We invite you to see the Kimball grands in classic-modern 
or period designs; uprights in the “‘Junior’’ size as here 
illustrated—only 3 ft. 9 in. high, or larger sizes. This de- 
lightful ‘‘Junior’’ size will surprise you in its remarkable 
volume, tonal beauty and evenness of scale. 


Catalogs on request. If you are not conveniently 
near to a Kimball dealer, we can supply you direct. 


W. W. KIMBALL COMPANY 


(Established 1857) 
Department KE, 306 South Wabash Avenue, CHICAGO, U.S.A. 


STANDARD EDUCATIONAL WORKS 
KNOWN THE WORLD OVER 


THE FUNDAMENTALS 
OF 
TONE PRODUCTION 


By 
Joan O’Vark 


BEGINNER’S BOOK by THEO. PRESSER 
School for the Pianoforte—Volume One 
Price, $1.00 
The greatest of first piano instructors. 


STANDARD GRADED COURSE OF STUDIES 
For the Pianoforte By W. S.B. MATHEWS 
In Ten Grades, Ten Volumes 
Price, $1.00 each 
The original and most successful graded course. 
HARMONY BOOK FOR BEGINNERS 
By PRESTON WARE OREM Price, $1.25 
Every Music Student should have this work. 


In this excellent work, tone production 
is reduced to its simplest and most natur- 
al basis. Under its guidance any voice 
can be formed or re-formed. 


Price, $2.00 


Some Hints on Advertising 


THE ETUDE 


By Patricia RAYBURN 


NEWwspAPER advertising is undoubtedly 
the quickest and most popular method. 
The keynote of this should be dignity and 
simplicity, since music is one of the greater 
arts. For this same reason there should 
be no boasting; rather, the advertisement 
should be limited to a statement of the 
essential points. If the teacher is estab- 
lished in the community, his name is suf- 
ficient; if he has a reputation to make, he 
should: mention the musical college from 
which he graduated or where he studied. 

Naturally, the endeavor is to reach the 
parents of eligible children. In one city 
there appears each Thursday a half-page 
of school news which is written by and 
about the pupils of the public schools and 
which naturally receives careful reading 
from both parents and children. Here it 
is that one clever music teacher placed her 
“ad.” Another good location is on the 
Home Page, a portion of the paper which 


usually receives careful reading—from thes 


feminine contingent, at any rate. 

Other good locations will suggest them- 
selves. If the “ad” is to be so advan- 
tageously placed, however, it must be put 
in the hands of the publisher in plenty of 
time. 

There are other ways. The same teacher 
has a neatly printed stiff card about post- 
card size, with a blank space below the 
business heading, In this space she writes 


a personal message, which she mails to 
parents of prospects. For instance, she 
knew one child who impressed her as the 
musical type. So shé’wrote the following 
to the little girl’s mother: “Your little 
daughter, Jane, is indeed the type which 
could gain much from music, and she is 
now at the age when a start could most 
advantageously be made. Shall I call and 
talk it over with you? Or, if you prefer, 
I am in my studio on street from two 
to five P. M., Tuesdays, and shall be 
glad to see you there.” 
“Sincerely.” 


Care was taken to vary the note and 
its tone to suit the child and his parents. 
And there is an individual touch about 
these short personal messages, which gains 
interviews and pupils in a most gratify- 
ing manner. 

A personal letter to the parents is like- 
wise invaluable in cases where the advan- 
tages of a musical education are to be 
set forth. The publishers of Ture Erupre 
have prepared a number of letters for the 
use of teachers who desire convincing 
messages to parents upon the need for 
music education of a high type. These 
letters are already typewritten on fine sta- 
tionery and may be purchased with the 
teacher’s imprint, pact with envelopes, 
for a nominal price, 


House of Accuracy 


By RENA IDELLE CARVER 


IN DEALING with pupils in the interme- 
diate grades of advancement we often find 
them unwilling to take pains. Unobservant 
of details, they have nevertheless reached 
the point where the glories of the way are 
opening to them. Yet their fingers are 
reluctant to “make haste slowly.” 

Many fine articles have been printed on 
studying pieces at least four times as slow- 
ly as they are marked. , Slow practice is 
always advised. One student secured a 
glimpse of the truth when the Bureau of 
Standards, with its business of standard- 
izing and measuring, was explained to 
him. 

Accurately measuring everything under 
the sun is a romance and a magic story 
of infinitesimal things. It is amazing to 
think that the millionth part of an inch 
is of more importance than a yard in 
the every-day life of us all. 

“So one measure accurately played is 


. 


better than 10,000 pages skimmed over,” 
he said thoughtfully. “Or one page or ex- 
ercise done well is more useful than mil- 
lions of pieces run through.” 

“Well, here is the scale of D in four- 
four time to be played in half, quarter, 
eighth, sixteenth and thirty-second notes. 
Now, if I set the metronome slowly enough 
I can get that. I said I couldn’t, but if I 
put it to forty it seems as though I could.” 


He set to work and watched everything — 


closely. After getting it correctly at slow 


tempo he noticed that he did not have ~ 


trouble with the faster time. 

Then he started his little Bach prelude 
and took it eight times as slowly as marked, 
giving care to details. He surprised him- 
self by going through without an error. 

“That was another thing I thought not 
worth while, but it makes good sense even 
at that snail’s pace. Believe I can have 
this right up to time in two weeks!” he 
declared as he folded his music satchel. 


Learning Rapid Note-Reading - 
By W. L. CLARK 


1. Learn notes for right-hand play- 
ing before attempting those for left. 

2. Take extra drill on notes for left- 
hand playing. 

3. Read aloud the notes in an exercise 
before attempting to play them. 

4. Drill on exercises involving both 
hands, 


Accent 


5. Watch out for the grouping of notes 
into phrases. 

6. Locate as many notes of the same 
kind as possible, in a given selection, in a 
given period of time—such as locating all 
the “A’s” or “C’s” in a composition. 


7. Do not let a day pass without play- 
ing something at first sight. 
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By LE Roy V. Brant 


Tue average student, even though he 
has studied several years, does not know 
the difference between 34 and % time or be- 
tween 34 and %. This is truly regrettable, 
and it would appear that the teacher who 
is endeavoring to do really excellent work 


STANDARD HISTORY OF MUSIC 
By JAMES FRANCIS COOKE Price, $1.50 
Adopted by many leading schools and colleges. 


Any Presser publication sent for exam- 
ination to interested music teachers. 


THEODORE PRESSER CoO. 
1712-14 Chestnut St., Philadelphia, Pa. 


Cloth Bound 


would explain the matter of primary and 
secondary stresses. Brahms, that greatest 
of all masters of dramatic rhythms, ob- 
tains many of his most striking effects by 
such subtle means. Rhythm is the very 
heartbeat of all music. 


Mme. JOAN O’VARK 
Studio 706 Steinway Hall 


109 West 57th St., New York City 
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MARCH OF THE ARCHERS 


In rugged old English style.Grade 3. 


MONTAGUE EWING 
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DREAM PICTURES 


In the singing style.Grade 3. 
MELODY ORA HART WEDDLE 


Andante cantabile M.M.e=54 ad fl 
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PIANO_A?d 


(HE ARTIZTS 


INGERS of international fame 


meeeeccnaliapin .... Bori... . 
Johnson ... Easton. . . of the 
Metropolitan Opera. Raisa, of 


the Chicago CivicOpera. Names 

that are synonymous with the 

ultimate in operatic achievement! 

Voices that have sung with even 

greater triumph in the colorful 

pageant of the recent opera 
season! 


As like seeks like... 
to quality ... 


as quality is drawn 

so have these and other of 

the world’s greatest artists chosen the 

Baldwin piano exclusively for their 

accompaniments on the concert 
stage and in their homes. 


CHALIAPIN 
Bape) hl 
JOHNSON 
RAIAN 
EASTON 


excellence. 


pride and gratification... 
ultimate in artistic beauty and musical 
Ask your Baldwin dealer 
for a demonstration. Baldwin Grands 

are priced from $1450 .. . 
to suit you. 


DO AO eZO 


Of the few truly great pianos, 
Baldwin alone possesses the purity 
and delicate shadings of tone... 
the intimate responsiveness ... 
the inspiring brilliancy and instru- 
mental support upon which these 
artists depend for their con- 
tinued success. 


To own a piano with such 
associations is to bring into your 
home a constant source of 
to realize the 


terms 


THE BALDWIN PIANO COMPANY, Cincinnati 


“ At the Baldwin” radio presentations 
each Sunday evening feature musicians of 
international fame. Broadcast over Sta- 
tion WJZ and network of seventeen 
Associated Stations. 7:30 to 8:00 P- M.— 
Eastern Standard Time. 


Halowin 


Ahhh hh hhhhhh 
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GRADE | (Very Easy) 
Nursery Rhymes and Short Pieces....... Newell 
Garden Party 
Stories from Fairyland (Ten Pieces). 
Favorite Pieces (Four Pieces) 


GRADE II (Easy) 
Six Little Pieces 
Favorite Pieces Vol. 2 (5 Pieces).......Newell 
Slowly Sinks the Weary Sun Levenson 
Tripping O’er the Meadow............. Metzler 
Playmates (2 Short Pieces)........- Cundell 


GRADE II! (Moderately Easy) 


Butterflies 

Dance of the Bobolinks. 
Golden Buttercups . -Platzman 
In Nature’s Garden....... ...Berliney 
My Lady's Fantann. ations een Johnson 
Pastorale Serenade Tellier 
Two Short Pieces Bowen 


GRADE IV (Moderately Difficult) 
Bugville Brigade 
Chatterbox LePaige 
Ciinning . Comide. ck, Sarsreteuneeteeteret eee Aletter 
Daisy Chain WONT shih lrlatierasattiet eae OR rate Macbeth 
Dancing in the Dark Wenzlik 
Echoes of the Ballet Rosey 


. Tolhurst 
Tolhurst 


Steinke 
Richmond 


Brown 


GLOW-WORM (Original Ed.) . -Paul Lineke 
GLOW-WORM (Simplified Ed.) ..Paul sLincke 


SS ERR AURUREAIUOS 


NOTE: 
publishers of numerous works for orchestra, 
etc., etc. 
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MUSIC LOVERS LIBRARY 


FOR PIANO 


Carefully Fingered and Graded 
By BORIS LEVENSON 
Price Each, 40c. Net (Except Canada and Foreign) 


Famous Teaching Compositions Used by Teachers 
All Over the World 


Gratis catalogues of all categories of our compositions are securable. 
band, 
Write us regarding the type of music in which you are chiefly interested. 


EDWARD B. MARKS MUSIC COMPANY 


225 W. 46th Street, 


GRADE IV~<(Moderately Difficult)-—Cont’d 
Hanako (Japanese Intermezzo) 
Intermezzo d’Amour 
Musical Moment 
Pensive Moot 
Rainbow Dance 
Silhouettes 
Spinning Wheel 
Tender Lullaby 
Twilight (Reverie) 

Twinkling Star 
String of Pearls 


GRADE V_ (Advanced) 
Arabesque Mignon 
Hope (Tone Poem) 
Moonlight on the Ocean 
Pavane Recamier 


GRADE VI 
Mazurka Caprice 


PIANO DUETS 


Dance of the Fairies 

*ulow-Worm 

Honeymoon March 

Parade of the Wooden Soldiers 
PRICES: each 60c net, 


Daniderff 
Rosem ont 


(Difficult) 


*75c net 


PARADE OF THE WOODEN SOLDIERS. Jesset 
DOWN SOUTH (Original Ed.)..... Myddleton- 
DOWN SOUTH (Simplified Ed.) 

EACH NET, 40c 


. -Myddleton 


We are the 


saxophone, organ, ukulele, violin, tenoy banjo, 


New York, N. Y. 
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FQN WOTTON 


PIARO MUSIC 


THE WORLDS LARGEST COLLECTION 

OF STANDARD: PIANO MUSIC, CONTAINING 
MORE THAN TWOHUNDRED CLASSIC. 

AODERN, OPERATIC AND SACRED COMPOSITIONS 


send postpaid on receipt of price. 
cheerfully refunded if not 
satistied. (NO'T SOLD IN CANADA.) 


MAIL COUPON FOR 
ILLUSTRATED FOLDER 
WITH CONTENTS 


FREE 


The Mumil Publishing Co., Ine. 
1140 Broadway, New York, N. Y. 


Enclosed find $....... for 
send Masterpieces of Piano Music. 


() PAPER ( ) CLOTH 


FOLDER. WITH CONTENTS, 


Name 


Address 


State 


SS A “TION GONTAINING OVER 


QURQUE 


For sale at all good music stores 
536 pages. Beautiful red-ecloth bind- 
ing at $3.00. Paper binding, $2.00. 


If your dealer cannot supply you we will 
Money 
entirely 


which please 


() PLEASE SEND FREE ILLUSTRATED 


TION CONTAINING OVER 
200 SELECTIONS BY THE 
FOLLOWING COMPOSERS 
Bach; ans: Lack 
Bach we. vi: Lange 
Bachmann Lasson 
Badarcveszka Lefébure- Wély 
Batiste Leschetizky 
Beaumont Leybach 
Beethoven Liszt 
Bellini Loeschhorn 
Bizet Lully 
Blake MacDowell 
Blumenfeld Margis 
Borodin Mascagni 
Bohm Massenet 
Boccherini Mendelssohn 
Braga Mesquita 
Brahms Meyerbeer : 
Chaminade Meyer-Helmund 
Chabrier Michaelis 
Chopin Moszkowski 
Cui Mozart 
Czibulka Nemerowsky 
Debussy Offenbach 
Delbruéck Olsen 
Delibes Paderewski 
Donizetti Pierné 
Drdla Poldini 
Durand Ponchielli 
Dvorak Rachmaninoff 
Elgar Raff 
Field Rameau 
Fliege Richards 
Franke Rossini 
Fauré, G, Rubinstein 
Faure, J. B Saint-Saéns 
Gabriel-Marie Scarlatti 
Ganne Scharwenka, P. 
Gautier Scharwenka, X. 
Gillet Schubert 
Gluck Schumann 
Godard Schttt 
Gossec Schytté 
Gottschalk Sinding 
Gounod Spindler 
Granados Sullivan 
Grieg Suppé 
Handel Strauss, J. 
Hauser Strauss, R. 
Haydn Thomas 
Heller Thome 
Henselt Tschaikowsky 
Hollaender Verdi 
Hummel Vilbac 
Humperdinck Wagner 
Ilyinsky Warren 
Jensen Weber 
Jungmann Westbrook 
Karganoff Wilson 
Kirchner Wormser 
Kjerulf Youferoft 
Labitzky Yradier 


THE ETUDE 


(fan You 


What is a Clef? 


Group 
No. 23 


Cell? 


Which is the oldest music publishing house still in existence ? 


1 
2 
3. Would E-natural be a diatonic tone in the key of F-minor ? 
4 


Write a:sixth of a beat in 7% measure. _ 


5. In what year was the Boston Symphony Orchestra founded ? 


6. What is the difference between a Relative Minor and 


Tonic Minor key? 


‘ 


7. What was the first music book printed in America? 


8. Of what word is mf. the abhrcvanne: and what does it 


mean? 
9. What is a Rest? 


composer ? 


LO. What composer was called 


“Papa” by what other great 


TURN TO PAGE 320 AND CHECK UP YOUR ANSWERS. 


Save these questions and answers as they appear in each issue of Tus Erupz Music Maaazing month 
after month, and you will have fine entertainment material when you are host to a group of musjc loving 


Friends 
reception room reading table. 


Teachers can make a scrap book of them for the benefit of early pupils or others who sit by the 


ak 


@he Charm of Musical Biography 


By H. EpMoND ELVERSON 


Brocrapuy will forever possess a charm 
for the reader and the student, for in it 
there is always the potent appeal of human 
interest. In the accomplishments of those 
who have led in their field of action there 
will be always found the mainspring of 
inspiration for the one with a goal in view. 

One of the surest ways of interesting 
children in their musical studies is by mak- 
ing them acquainted with the lives and 
characteristics of the composers whose 
works they are about to study. Especially 
will they be interested, in anything per- 
taining to the childhood of these geniuses. 

What young musician has not been 
thrilled if allowed to know the story of 
the young Handel who, when but seven 
years of age, started out to follow on foot 
his father’s carriage when he was going 
on a visit to an older son who was in the 
employ of the Duke of Saxe-Weissenfels— 
how he was discovered and taken into the 
vehicle, how on reaching the palace the 
boy soon found his way to the chapel 
organ and played in such a manner that 
the nobleman sent for the father and ad- 
vised his cultivating the musical talents 
of the son, 

By the introduction of such materials 
into lessons, the imagination of the stu- 
dent is fired and he is spurred on to 
higher and greater aims. The wide-awake 
teacher is always on the lookout for any- 
thing which will add a spark to the fires 
of the young student’s enthusiasm for a 


When Pupils 


broader view of any feature of his art. 
It is only by such means that his greatest 
possibilities will be developed. 

In order that our readers may have an 
opportunity to acquire an interest in the 
lives of the creators of our great musical 
art, THe Etupr is now issuing a “New 
Gallery of Musical Celebrities” supple- 
mentary to the one which was so en- 
thusiastically received some fifteen years 
ago. In this “New Gallery” there will be 
introduced much fresh material relating to 
the older masters; and, of course, there 
will be additions of those who have “made 
their mark” on the road to fame since 
the former series was discontinued. 

Teachers are herewith furnished a potent 
means of increasing the relish of their 
students for all their musical studies. The 
self-help student will find this a ready en- 
cyclopedia of reférence and _ especially 
valuable because in it will be included 
portraits and biographical sketches of 
many a musician -who has not yet found ~ 
his way into the written annals of our art, 
to which death seems all-too-often the 
necessary key for an opening of the gates. 
Nothing that the most painstaking research 
can accomplish will be spared from the 
making of this “Gallery” to be a unique 
collection of the most authentic portraits 
of these notables and of the most reliable 
data connected with their lives and achieve- 
ments. Preserved, it will become an in- 
valuable book of reference, 


(Choose Gheir Own Pylusic 


By SarAH A. HANSON 


“I BROUGHT along a new piece. Mother 
found it in the attic when she cleaned 
house and she wants me to learn it.” Yes, 
this occurs at times. 

Not knowing which pieces are suited to 
them, nor which are in line with their 
present course of studies, pupils, for 
economic or sentimental reasons, will bring 
a piece of music with the firm purpose of 
learning that and no other. A_ patient 
would hardly think of prescribing the 


medicine for his particular case. Then 
why do pupils place themselves in the 
teacher’s hands and forthwith refuse toy 
be teachable? 

Of course, the teacher should consul 
the likes and dislikes of the pupil and— 
allow an occasional composition to - be 
chosen by the child himself. But the fi 
judgment should always be left to hi 
who is able to judge—to the competen 
teacher. 


$ 
THE ETUDE 


TyYCUSICAL EDUCATION 


IN THE HOME 


Conducted by 
MarGARET WHEELER Ross 


No questions will be answered in Tue Erupe unless accompanied by the full name 


\ and address of the inquirer. 


Only initials, or pseudonym given, will be published. 


Playing for Others 


NUMBER of letters from . dis- 
couraged mothers, on the subject 
of “Playing for Others,” have been 

received. The complaint is made that the 
child when “playing for company” makes 
mistakes and stumbles in compositions that 
it will play perfectly at the practice period 
or in the studio. 
' The problem of playing for others is 
‘one that every mother should work out 
for herself after carefully studying the 
temperament of the particular child. Un- 
doubtedly many young children in so per- 
forming actually suffer. Especially is 
this true if “the others” are adults. Most 
‘children play for each other in a natural and 
unaffected manner and without nerve strain. 
“They meet in the studio and are accustomed 
to being listened to by other children; 
hence there is no fear or thought of fail- 
ure connected with the performance. How- 
ever, the opposite is almost certain to be 
the case with children studying with a 
private teacher who uses a small studio in 
her own home and who for lack of room 
has pupils perform only at recitals. Study- 
ing under such conditions with few op- 
portunities to play before adults they are 
naturally nervous when confronting the 
“grown-ups” and should therefore not be 
expected to acquit themselves creditably. 
Such children need sympathy and un- 
derstanding. The mere fact that a child 
“plays her pieces perfectly at practice time 
and in the presence of her teacher and the 
family” and fails before guests proves it 
to be a case of “nerves” because of the 
unusual conditions. Such children are dis- 
tracted, cannot concentrate, lose their poise 
_ and consequently “forget and stumble.” 


A Cure for Nerves 

HE WISE thing to do with these chil- 
dren is to put them in a school of 
music where they will have the advantage 
of frequent public recitals and the spur and 
competition of many other children all 
playing in public to audiences made up 
largely of adults. Moreover they should be 
encouraged by frequent reminders to listen 
.to their own playing, especially when it is 
being done from memory with the mind 
\relieved of the task of watching notes and 
“expression marks. The listening habit en- 
courages concentration, which in turn les- 

sens the tendency towards nervousness. 


: The wise parent must exercise much 


comfort by concealing the truth, 


‘ 


tact and tenderness to avoid unhappiness 
and the awakening of a dislike for 
music-study in the heart of the child. 
The pursuit of music should be a joyful 
experience, and any association of unpleas- 
antness with its practice, should be avoided. 
Never should it be used as a means of 
punishment. That this is frequently done 
is sufficient explanation for so many chil- 
dren discontinuing music as soon as they 
reach any degree of self-assertion. They 
remember the practice hour and the en- 
forced “playing for others” as seasons of 
drudgery and humiliation and therefore get 
away from the hated occupation as soon 
as possible. 

The mother must remember that no one 
is quite as interested in your child’s musical 
progress as she is and that the performance 
of the average child is not interesting to 
the average adult. The child who is hav- 
ing the advantage of music study should 
be made to feel a responsibility in assisting 
in the entertainment of guests by playing 
in the home when so requested, without 
fussing or pouting about it. But all chil- 
dren should get their training for public 
performance at the open recital where the 
hearers are free agents, not helpless vic- 
tims. 


The Futility of Force 


USIC should put joy into life. If 
the mother wants her children to 
love the art she must be wise and forbear- 


ing, and until they have overcome the fear ~ 


and anxiety of playing for others—which 
result must be brought about by patience 
and understanding on her part, with the 
intelligent coOperation of the teacher— 
she must not deliberately force them into 
failing in the eyes of others. For she is 
thereby developing an inferiority complex 
in them which may follow them through 
life and defeat the thing she most desires. 
Let the mother exam‘ne herself carefully 
and make sure that it is not vanity or self- 
glorification that prompts her when she 
insists upon pushing her children into the 
limelight against their inclinations. 

After all, the remedy is simply this : teach 
the children to listen to their own playing; 
be tactful and patient; if you are satisfied 
that it is nervousness that induces failure, 
ask them to play for others only when 
the conditions are favorable and non-irri- 
tating; and lastly, be absolutely certain of 
sympathetic and interested hearers. 


“Tt has been the purpose of music to increase the joy of the world. 
At the sound of music cares and distresses are overborne, and the soul is 
set adrift on a tide that flows toward radiant horizons. 
of the soul of which music testifies is no mere distraction, bringing false 
It imparts strength because its majestic 
movement tells of tireless power; it opens vistas of hope because its 
golden tones bear no trace of the discordant sounds of earthly struggle 
lamenting.”—Epwarp Dickinson. 


And this triumph 
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Scans en en odin aden an 


Evelyn Herbert 
star of 
“New Moon” 


n the Brambach... 
the tone is ideal 
for accompanying 
fhe sig C ene: tsk. 
—EVELYN HERBERT 


Hand-made in Mahogany. 
Style B, only 4 Feet 10 Inches 
Long. F. O. B. New York , + 


BRAMBACH 
BABY GRAND 


OU, TOO, will be delighted with the 
sweetest tone ever bestowed on a little 
grand piano of popular price. Tone that never 
could have been imparted to such a compact 
baby grand without the exclusive features of the 
world’s largest makers of small grand pianos. 


673 


says of the... 


The heart and soul of a piano—the sound- 
ing board—in a Brambach exceeds in area and 
in string length that found in any other small 
grand. It is guaranteed unconditionally. The 
Brambach Tone Expander amplifies volume 
until it rivals instruments much larger in size 
...the Brambach Piano Scale is acknowledged 
the finest made. 


Brambach dealers are prepared to exhibit not alone 
the beauty of Brambach tone, but the surprising 
beauty of cabinet work in Modern and Period models. 
Terms of purchase you will find very, very liberal. 


The Brambach Piano Co., Mr. Mark P. Campbell, Pres. 
623 West 51st St., New York City. 


Gentlemen: Please send me paper pattern showing exact size of the 
Brambach Baby Grand, and beautiful brochure. 
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REHEARSALS ARE 
NOW GOING ON 


Folk-Tune Book 
by 
Angela Diller 


Kate Stearns Page 


a 


pe-— THE FOLK-TUNE BOOK —-x 


2 Second Volume in the Series of 


RHYTHMIC ENSEMBLE BAND 
BOOKS FOR CHILDREN 


By 
Angela Diller & Kate Stearns Page 


Contains, in addition to the regular instrumental 
parts, a separate section given over to words and 
music of well-known folk-songs. Simplicity of ar- 
rangement makes it possible for children of kinder- 
garten age up to first, second and third grade age to 
participate in unison singing, accompanied by the 
regular band of rhythm instruments. This happy 
combination of voices and instruments brings the work 
more perfectly into the realm of PUBLIC SCHOOL 
music. Now an entire class of 
twenty to forty students may 
participate, ten or twelve consti- 
tuting the band and the balance 
forming the chorus. 


The SCHUBERT BAND BOOK, first of 
the Diller-Page Series, has surpassed all records 
from the standpoint of educational value and 
popular appeal. If you are one of the few who 
do not know about Rhythm Bands, write to us 
at once for detailed information. 


Conductor's Score and One Set of Parts. . $2.50 
Extra Separate Piano Parts........ each 1.00 
Other Extra Instrumental Parts... . . each 
Extra Song Books............... each 


3 East 43rd St., G. SCHIRMER, Inc., New York 
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HE TYCUSICAL HOME ‘READING GABLE 
Anything and Everything, as long as it is 
, Instructive and Interesting , 
Conducted by 
A. 8. GARBETT 


Symphony Audiences, A.D. 1791 


TuoseE who stroll into a modern concert 
hall a few minutes before the symphony 
starts and settle down in plush seats no 
less comfortable than those in the limou- 
sine which brought them and, after the 
concert; will take them away, have little 
idea of what concert-going was like in 
1791. This was the year Haydn went to 
London and started the fashion of sym- 
phony concert-going. His concerts were 
given in Hanover Square Rooms, at that 
time the principal concert hall in London. 

“Tt was the day of the Sedan chair,” 
Cuthbert Hadden reminds us in his life 
of Haydn, “when women waddled in 
hoops, like that of the lady mentioned in 
the Spectator, who appeared ‘as if she 
stood in a large drum. Even the royal 
princesses, were, in Pope’s phrase, ‘armed 
in ribs of steel’ so wide that the Court at- 
tendants had to assist their ungainly fig- 
ures through the doorways. Swords were 


still being worn as a regulation part of 
full dress, and special weapons were al- 
ways provided at a grand concert for the 
use of the instrumental solo performers 
who, when about to appear on the plat- 
form, were girt for the occasion by an at- 
tendant known as the ‘sword-bearer.’ ” 

In addition, of course, the men in the 
orchestra and audience alike wore enor- 
mous wigs and the concert audiences were 
ill-ventilated. If lights were needed, 
torches, candles or ill-smelling and smoky 
lamps were used. Gentlemen were ad- 
dicted to snuff, and the angelic music 
of Haydn’s early symphonies was punc- 
tuated with sneezes artificially engen- 


4 


dered as a sign of good breeding. Ladies. 


sniffed delicately at sachets, and imagina- 
tion suggests that with every movement 


their hoop skirts jingled with a metallic 


clatter. 


“Schubert's Poems” 


Unnper the above title authors of Schu- 
bert’s songs come in for an interesting re- 
view by Richard Capell in the English 
“Monthly Musical Record.” Schubert was 
apparently far more careful about choos- 
ing verses to set to music than was in- 
dicated by his casually setting Shake- 
speare’s Hark! Hark! The Lark! on the 
back of a bill of fare in a restaurant. 

“Schubert had a simple but clear view 
of the poetry he wanted.for his music,” 
says Capell. The innuendo in the saying 
about the bill of fare is that, out of the 
abundance of his music, he set any text 
that happened to lie in his way quite un- 
critically. How little true this is can be 
seen from the fact that tradesmen’s cata- 
logues were, after all; accessible to Schu- 
bert in 1820 as they were in 1920 to Darius 
Milhaud who actually did choose to set to 
music a nursery-gardener’s price list. 


“The text of seventy-three of Schu- 
bert’s songs is by Goethe—Goethe, the. 
overtowering poet of German literature. 
There are not nearly so many settings of - 
any other poet’s work. Schubert’s texts 
are by about eighty-five different writers. 
These include all but a very few of the 
German poets he could have known. By 
some accident, he set no verses of Eichen- 
dorff, the pleasing lyrical poet whom all. 
the world knows through Schumann’s 
songs; and it was by accident that he 
luckily alighted, only a little before his 
death, on half a dozen of young Heine’s 
lyrics, to the great enrichment of music. 

“If a great deal of the verse in Schu- 
bert’s songbooks is naive and poor, the 
reason is in part to be found, surely, in 
the fact that German literature simply had 
not the provision to supply the child or 
genius.” 


Wagner on the Pleasures of Work 


PrerHaPs no man ever worked harder 
than Wagner, and some sayings of his 
collected by Henry T. Finck indicate that 
in labor lay his greatest if not his only 
real happiness. Here are some of them: 

“More and more I am becoming con- 
vinced,” he writes to Liszt, “that men of 
our type must really be unwell except in 
moments, hours and days of creative ex- 
citement; but then, it must be admitted, 
we enjoy and revel more than all other 
men.” 

“If I had to get up some morning 


Berlioz, A “Galented” ritic 


Grorce Etiot, famous woman novelist 
of the Victorian age, visited Weimar in 
the days when Liszt was at his prime. 
She writes of her experiences charmingly. 

“About the middle of September (1854) 
the theater opened,” she says. “We went 
to hear ‘Ernani.’ Liszt looked splendid as 


without being allowed to continue my 
music, I should be unhappy.” 
“Work is the only pleasure remaining — 
to me; for that reason I work too much.” 
“Talking, letter-writing, business-com- 


plications—these are my life-foes; undis- — 


turbed, peaceful creation and work are, 


on the contrary, my life’s preservers.” 


“So long as I work I can deceive my- 


self, but as soon as I give myself up to — 


recreation I can no longer deceive myself, 
and then my wretchedness is simply ter- 
rible.” 


he conducted the opera. The grand out- 
line of his face and floating hair was seen 
to advantage as they were thrown into 
the dark relief by the stage lamps. Liszt’s 
conversation is charming. I never met 
a person whose manner of telling a story 


(Continued on page 303) 


’ 


time: 2 
@ 


“THE ETUDE 


ASIN 
a, 


a 


Question AND A\NSwER DeparTMENT 


Conducted By ArtHUR De GuicHArD 


icc; 


i 


NO QUESTIONS WILL BB 
ANSWERED IN “‘THEETUDE™ 
UNLESS ACCOMPANIED BY 
THE FULL NAME AND AD’ 


Tonic ie! Dee ad and Dominant Har- 
mony. 
Q. What is the outstanding difference be- 


“came across the letters 


tween tonic harmony and dominant harmony, 


that is to say, between chords constructed on 


on its 


the key-note ane chords constructed 
Ontario, 


perfect jifth?— F. L., London, 
Canada. 

A. (i) Tonic SaeneaGn Z; consisting of a 
triad or chord of three notes (the tonic, its 
third and fifth) only, without any dissonances 
or discords, is not susceptible of much varia- 
tion other than its two inversions; whereas 
dominant harmony, consisting of the domi- 
nant and several series of superposed thirds— 
the dominant seventh, ninth (major and 
minor), eleventh and thirteenth (major and 
minor), all with their respective inversions 
and resolutions, supplies the necessary con- 
trast and frequent variation and change of 
color which render music so captivating to 
the ear and mind. (ii) Dominant harmony 
is the chief factor in modulation ; tonic har- 
mony may plunge into a new key, but it does 
not modulate. 


Violin Teachers and Teaching. 


Q. My son, aged 12, has been studying the 
violin for over a year, His teacher employs 
a system which appears unsatisfactory, viz., 
he plays through each cwercise with the pu- 


pils at the lesson and does not allow the pu- 


pil to play it alone. Thus it seems that the 
pupil has little opportunity to discover or 
correct any error. What is your opinion? 
Is it the method most generally followed? 
What other method can you suggest that is 
commonly employed?—Sea Cliff, New York. 

A. The teacher must have some special 
reason for adopting this method and, in or- 
der to understand it, it would be necessary 
to see and measure the pupil's mentality. 
The only thing for you to do is to obtain the 
best teacher available; then abide by his 
decision and give him your moral support 
in all relating to his teaching, avoiding all 
criticism which might tend to weaken the 
teacher's influence with the pupil. 


The Meaning of G. P. 

Q. While studying Haydn's symphonies ef 
BEG ak .” Will you 
kindly tell me what they mean?—Sophie, 
New York City. 

A. G. P. is an abbreviation for the 
pound word General’pause, a German 
(with the emphasis on the syllable al) ; 


com- 
word 
it is 


used instead of the sign “ to signify a 
silence for the entire orchestra. 


A Matter of Rhythm. 
‘es 


¢ 


i. What is the i Aaa difference be- 
tween nine ecighth-notes in a % measure and 
three triplets in a % measure? Since the ac- 


cents seem to be the same, what induces the 
composer to choose one instead of the other? 


Ex.41 
fe 
é Sa ne ee Ty 


ii. Here follow two ways of writing a ccr- 
tain ¥% measure: 


Ex.2 


Which is preferable?—R. G. H., Los Angeles. 

A. i. There is norhythmic difference. The 
composer is governed by the general rhythmic 
structure of the movement. ii. The first is 
preferable and more correct, because the sec- 
ond beat of the measure is plainly indicated by 
the tied note ; whereas an inexperienced player 
or a superficial observer might interpret 
the second as a measure of 44 time, with 
two quarter-note beats to the half-note, one 
beat of a quarter-note (and the accent) to 
the following two eighth-notes, and the last 
three notes a triplet. As you have written 
it, it would generally be understood as 4% 


beats to the half-note, one ! beat 


- 


a 


DRESS OF THE INQUIRER, 
ONLY INITIALS, OR PSEUDO’ 
NYM GIVEN, WILL BB PUB’ 
LISHED WITH QUESTION 


to the two eighth-notes and a aes for con- 
clusion (see answer to “M, H. L”) 


A Kew Minor Signatures. 

Q. Will you kindly inform me as to the 
signatures of the Gp and Ob minor scales, 
also the Db minor scale?—Q. E. O., Sanford, 
Virginia. 

A. Do you really mean the names you 


have mentioned? Or do you mean their rela- 
tive minors? There are no such minor sig- 
natures as Gb minor, ‘» minor, and Dp mi- 
nor, because each minor key-note (or la) is 
a minor third below its do (or major key- 
note). But the do of Gb minor would be 
3hp (or do in the major key of nine flats, 
which, if it existed, would be the signature 
of Gp minor) ; in like manner, the do of Cb 
minor would be Ebb or the key of ten flats ; 
and (iii) the do of Dh minor would be Fh, 
the key of eight flats. While these keys 
might occur in the course of a composition, 
their signatures are never employed because 
their enharmonic keys are used instead. That 
is, > or eight flats is the key of E or 4 
sharps, and so forth. If you intended to ask 
for the relative minors of the keys you have 


named, the answers would be: Eb is the rela- 
tive minor of Gb major, signature, 6 flats; 
Ab is the relative minor of Ch major, signa- 


ture, seven flats; Bh is the re lative minor of 
Dp major, signature, five flats. 


Left-hand Turn Accompanying Right- 


hand Trill, “Menuet in G,” Pade- 

rewski. 

Q. How should the age in the left-hand 
be played with the gi eee trill, in Pade- 
rewski’s Menuet in G?—F. A. L., Chicago. 


A. Play as follows: 


What to Do to Read Readily. 


Q. Please tell me what will help me to 
read music faster? I have practiced some 
pieces very much and yet cannot play fast 
enough, Would it help me to study the notes 
before playing the pieces?—Florence’S., Buf- 
falo, New York. 

A. Decidedly ! Read your pieces away 
from the piano before playing them.  Ana- 
lyze them. Examine the modulations, the 


keys passed through. Examine the construc- 


tion of the various chords. Endeavor to 
read aloud, in time, the various melodic 
phrases. Study the phrasing,” by means of 
the slurs and rests.: Above all, learn and 
practice solfeggio, sol-fa-ing, daily as much as 
possible. If you study these points con- 
stantly, with increasing concentration, you 


will soon acquire reading at sight. 


How to Pronounce “Aragomnaise.” 
Q. I should like to know how to pro- 
nounce “‘Aragonaise,’ from the opera “Le 


Cid,’ by Jules Massenct? Is this a French 
title? What is its meaning? ii. What is 


« good explanation for a “theme ending.’— 
Zella R., Kansas City. 


A. Pronounce: “Arrah-go-naze” (stress on 
“naze’) meaning a female inhabitant of Ara- 
gon, a north-eastern province of Spain, whose 
capital is Saragossa. In the middle ages it was 
an independent kingdom, afterwards united to 
Castille,in 1479. The word is Spanish with a 
French termination. ii. ‘Theme’ is the sub- 


ject or a subdivision of the subject of a 
composition. A “theme-ending’ is the ter- 
mination of the theme, not necessarily con- 


sisting of notes of the subject but a species 
of short “tag.” 


Why are There “Repeats” in Various 
Pieces? 


. The question of repeating certain parts 
of music has occurred in our music class, 
but we cannot find any definite reason for 
repeating. Would you kindly supply it?— 
M. C., Bridgewater, Pennsylvania. 

A. A complete answer to this question 
would necessitate an article of greater length 
than is provided for in the space allotted to 
these two columns. Your musie class is, 
therefore, advised to study “The Homophonic 
Forms of Musical Composition,” by Percy 
Goetschius; “Musical Forms,” by E. Pauer ; 
“Musical Form,” and “Applied Forms,” by 
Ebenezer Prout. 
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No woman 
can afford to risk body odor 


MAGINE, 1f you can, a woman ac- 
l tually knowing that she is subject 
to perspiration odor—and yet doing 
nothing about it! But only too often 
one doesn’t know. The unfortunate 
truth of the matter is that we be- 
come so accustomed to our own 
particular bodily odor that we are 
seldom conscious of it ourselves. 

The scientific fact is that every- 
one perspires continually and that 


all perspiration has an unpleasant 


odor. The odor does 


“as the word! 
is a delicate snow - white 


way to do it. “Mum 
“Mum” 
cream—dainty and easy to use— 
that absolutely and lastingly pre- 
vents every trace of perspiration 
odor, as it occurs. “Mum”’ does not 
check perspiration itself —it simply 
prevents the odor. “Mum” is anti- 
septic and soothing, and entirely 
harmless to clothing. 

“Mum” in a few seconds, 


as you dress. Then for all day and 


Apply 


evening you are 


exist, and other 
people about us do 
not fail to notice it. “Mum” 
Thatis why women 
of refinement safe- 
guard their femi- 
nine daintiness 
from even atrace of 
perspiration odor. 
Thereis onesure, 


And for the Sanitary Napkin 


has been used for over 25 
years by the most fastidious women 
in the better circles of American 
and European life. 
trained nurses in every land urge 
its use, not only for perspiration 
odor, but also with the sanitary 
napkin, because of its absolute 


safety and effectiveness. 


free — as dainty 
and fresh as when 
you step from the 
morning bath. 
You will find 
Doctors and ri 0 
Mum” in conven- 
ient 35c and 60c 
jars at your drug or 
department store. 


Mum Mfg. Co., Inc. 


positive and easy 


6 


80 Varick St., New York 


um’ is the word ! 
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SUMMER 


MASTER SCHOOL 


| June 24th to August 3rd, 1929 (43rd Season) 


soseF LHEVINNE 


World Renowned Piano Virtuoso. Repertoire Teacher’s Classes. 
Auditor Classes. 


OSCAR SAENGER 


Internationally Famous Master of the Voice. 
Teacher’s Classes. 


Opera Classes. 
Repertory Classes. 


HENIOT LEVY 
SILVIO SCIONTI 


Brilliant pianists and eminent instructors. Repertory and 
Teacher’s Classes. 


KARLETON HACKETT 


Distinguished vocal instructor and critic. Repertory and 
Teacher’s Classes. 


EDUOARD SACERDOTE 


Eminent Teacher of Voice. 


JACQUES GORDON 


Famous violin virtuoso and Concért Master, 
Chicago Symphony Orchestra. 


HERBERT BUTLER 


Eminent Teacher of the Violin. 


Faculty of Over One Hundred Artist Teachers 


Special Summer Courses: 


Public School Music—o. E. Robinson, Director 

Dramatic Art, Expression 

Children’s Musical Training—Louise Robyn, Director 
School for Theatre Organ Playing—Frank VanDusen, Director 
Class Piano Methods (Oxford)—Gail M. Haake and Assistants 


Lectures by Eminent Educators, Recitals by Distinguished Artists 


FREE SCHOLARSHIPS 


To talented and deserving students awarded after competitive. examin- 
tions. Josef Lhevinne will award one scholarship for private and two 
for repertory class lessons. Oscar Saenger will award one scholarship 
for private lessons and five scholarships in Opera Class. Apply for ap- 
plication blanks. 


Rates of Tuition Moderate 


CREDITS will be given for summer courses taken toward Certificates, Di- 
plomas, Degrees—granted by authority of the State of Illinois. 


Superior Dormitory Accommodations. 


Summer Session prospectus, regular catalog and Public School Music 
circular mailed free on application. For detailed information address 


AMERICAN 
CONSERVATORY 
OF MUSIC 


571 KIMBALL HALL CHICAGO, ILLINOIS 


| JOHN J. HATTSTAEDT, President 


The Adult Beginner 


By M. E. 


ANY ESTABLISHED musicians 

and other authorities do not hesi- 

tate to discourage an adult who, 
without having had previous training, 
wishes to take up the study of an instru- 
ment. In some respects their frowns are 
justified. As a matter of fact, their enu- 
meration of disadvantages is all too true, 
yet that is no reason for failure. The 
ultimate decision as to success or failure 
rests with the individual and not upon any 
external circumstances. You are bound 
to be faced with problems not encountered 
by the younger student, but sincerity and 
concentrated. effort will eventually over- 
come them: 

The most trying problem of the adult 
beginner, one which he encounters at the 
very outset, is a certain amount of stiffness 
in the fingers and wrists, rendering even 
the simplest of mechanical exércises diff- 
cult. This is the problem which he is 
apt to find most discouraging inasmuch as 
his mature intellect will grasp the princi- 
ples of technic and sight reading long 
hefore his unruly fingers are able to put 
them into practice. However, this diffi- 
culty can be overcome by diligent practice 
and a firm resolution to take the dry, 
mechanical exercises slowly and to master 
one before attempting the next. 

By master I mean—just that. The 
adult ‘beginner, in his anxiety to reach 
more interesting work, is too apt to rush 
through the elementary stages, thereby 
ruining his chances to lay a good founda- 
tion and paving the way for trouble and 
discouragement later. There are some 
teachers who are equally guilty of sliding 
over these necessary preliminaries, so 
fearful are they of a pupil’s complaint that 
he is not “advancing” fast enough! Re- 
member, the test of what you have ac- 
complished is not the number of books you 
have finished, but the thoroughness with 
which you have mastered each step. Stiff 
fingers and wrists can be limbered, no 
matter what your age, if you are willing to 
work for that end, and the modern meth- 
ods of relaxation have definitely reduced 
the proportions of this bugbear of the adult 
beginner. 


Fatal Comparisons 

Ne disadvantage which only 

the adult beginner experiénces is the 
inevitable comparison of his own strug- 
gling efforts with the performance of the 
finished artist. A child does not worry 
about this because he has not yet reached 
the stage where the work of other players 
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means much to him. He delights in his 
own simple “pieces.” They are sufficient! 
to satisfy his as yet undeveloped taste. 

The adult, on the other hand, has al- 
ready heard much of the world’s finest 
music. Though he has never played him- 
self, he is familiar with Beethoven, Mo- 
zart and Wagner as played and sung by — 
foremost artists and professionals. He 
has listened to symphonies and operas with — 
the ecstasy of the untaught layman. Even ~ 
the performances of his amateur friends 
have contributed their share toward mak- 
ing him an appreciative listener. Small 
wonder, then, that the monotonous tum-_ 
tum of five-finger exercises and his own — 
stumbling rendition of even a simple selec- 
tion sometimes causes him to groan in- 
wardly and (figuratively, at least) to weep 
tears of bitter discouragement when he 
contemplates the months and years of 
drudgery that must pass before he can 
play “The Swan” or a simple minuet well 
enough to suit even his own ear. 

These two  considerations—mechanical 
difficulties with the hand, and the impa- 
tience of the student—are the only reasons 
for discouragement, and, as I have pointed 
out, they will disappear in time, if one is | 
earnest and systematic. There may be 
other difficulties—lack of time for practice, 
irregularity or dearth of reliable teachers— 
but these things are more or less individual 
and are likely to be encountered by any 
music student. They are by no means lim- 
ited to the adult beginner. 

Anybody who has the time and inclina- 
tion for music study should undertake it 
regardless of age. Nor do I think that 
the question of professional success has 
anything in particular to do with the age 
at which one begins to study. With the 
adult, as with the younger student, that 
concerns itself with the amount of talent, 
the number of hours devoted to systematic 
practice, and the thoroughness of the 
musical education. 

A man of my acquaintance started to 
study the violin twenty-five years ago, 
almost as soon as he was able to hold it. 
He is still studying, and he can’t play 
yet! On the other hand, one of the finest 
‘first violins in the San Francisco Symphony 
had passed his twenty-first birthday before 
he took his first music lesson. So, if you 
are anxious to learn to play, forget about 
your age and consider the more important 
questions of how much you wish to ac- 
complish and how much time and effort 
you are: willing to devote to attain that 
end. 


Practice Hour Safeguards 
By T. L. Kress 


A piano placed in such a position that 
the pupil, by a slight turn of the head or 
eye, can see what is passing oft the street 
or elsewhere is likely to receive but very 
little of the child’s undivided attention. To 
have a clock on the piano or in the room 
in which the pupil practices is unwise for 
similar reasons. Do not allow the pupil 
to leave the piano or the room to inquire 
if the practice-time is up. The parent 
should see to that. 

At no time during the practice period 
should a pupil be called away from the 
piano for an errand or other trifling reason. 
Never should a pupil who is supposed to 
be practicing, that is, studying, be set to 


watching the baby or entertaining little 
brother during the music period. Neither 
should a playmate wait in or about the 
house or premises until the “hour is up.” 
In short everything possible should be 
done to keep the child from being tempted 


‘from his work; for, even under the most 


favorable conditions, mental concentration — 
is difficult for young students, 

Allowing fingernails to grow to a point 
extending beyond the finger-tips. is another — 
distraction and should not be tolerated. — 
A good piano touch cannot be produced 
with the nails coming in contact with the — 
keys. A sympathetic touch can come only 
from the fleshy end of the finger, 


“The sooner the techmcal and mechanical considerations of piano play- 
ing are absorbed and become second nature, the sooner the individual artistic 
sentiment will come to the fore and will lend the wings of imagination to 


the performance.”—MOSscHELES. 


Summer T¥lusic Schools 


HE Summer Music School idea is now as firmly estab- 
lished in many parts of the country as are the winter 
schools. Indeed it is not surprising that this peculiarly 

American institution is now being widely introduced in Europe. 

Recently a “German Institute of Music for Foreigners” has 
been established in the Charlottenburg Palace in Berlin, late 
residence of the Kaiser. There, master teachers, including 
D’Albert, Gieseking, Willy Hess, and others will give lessons at 
rates similar to American terms for instruction. The terms for 
the leading teachers are $400.00 for sixteen lessons. This is 
a somewhat different arrangement from the American 
School of Music at Fontainebleau, a singularly altruistic and 
high-minded overture upon the part of the French gov 
ernment and certain groups of French musicians, which has 
given artistic assistance to several hundred young American 
musicians at extremely moderate cost. The teachers serve 
enthusiastically for fees far be- 
low those they ordinarily re- 
ceive for private’ instruction; 
and their whole attitude has 
been eloquent of the best in 
French tradition. Messieurs 
Decreus, Philipp, Widor, 
Ravel, Mlle. Boulanger and 
many others have won the 
profound gratitude of the 
American musical public for 
this magnificent display of in- 
ternational amity in art. 
There has also been established 
on Lake Mondsee, near Salz- 
burg, Austria, under the 
travel management of Thomas 
Cook and Son, an Austro- 
American Summer Conserva- 
tory, which provides for six 
weeks of travel and six weeks 
of study under such teachers’ 
as Kienzl, Stoehr, Waller- 
stein, Specht, Sevcik, Wein- 
garten, Beer-Jahn, Korngold 
and others. This enterprise is 
under the honorary presidium 
of Leopold Stokowski and 
others. 

THE Etupe has always 
advocated foreign travel for 
music students. It has an ir- 
replaceably broadening and 
inspiring effect. Thousands of 
American musicians cross the 
Atlantic annually. In the 
matter of study, however, our 
vastly increased facilities place 
us at last upon an equal foot- 
ing with Europe; and no student should think of study abroad 
until the best American course has been completed. 

The European Schools will take care of but a mere handful 
of students compared with the legions now enlisted in the 
profitable work of “making the Summer pay” in our own 
American Schools. Our splendid West, particularly Chicago, 
has furnished much of the initiative which has introduced this 
very important change in our national educational traditions. 
Fifty years ago most music schools were closed in summer as 
tight as the vaults of the Mint at midnight. 

We do not know who is responsible for establishing the first 
successful Summer School of music, but we do know that the 
energy and daring of Mr. Carl D. Kinsey, of the Chicago 
Musical College, has in recent years contributed enormously to 
the movement. Dr. John J. Hattstaedt, of the American Con- 
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servatory, Chicago, has also contributed splendidly to the Sum- 
mer School idea. The extraordinary number of well estab- 
lished and experienced institutions include the Chicago Musical 
College, American Conservatory of Music, Sherwood Music 
School, The Cleveland Institute of Music, Kansas City-Horner 
Conservatory, Bush Conservatory, Cincinnati Conservatory, 
Columbia School of Music, Cosmopolitan School of Music, Law- 
rence Conservatory of Music, Detroit Conservatory of Music, 
Peabody Conservatory, Ithaca Institution of Public School 
Music, Ithaca Conservatory of Music, Denver College of Music, 
Eastman School of Music, New York School of Music and 
Arts, The American Institute of Applied Music, University of 
Georgia Summer School and Pittsburgh Musical Institute 
Similar movements are conducted at Los Angeles, San Francisco, 
Portland, Seattle, Dallas, San Antonio and other points, though 
often not under the auspices of an organized school, but spon- 
sored rather by individual in- 
itiative. These have all been 
helpful in placing advantages 
for summer study, with real 
masters of the art, within the 
financial and temporal means 
of thousands of students who 
otherwise could not possibly 
afford to study. We have seen 
the results of some of these in- 
tensive summer courses in Chi- 
cago and other western cities 
and can testify to their great 
value. 

A year or so ago, while 
walking along the» quais of 
the Seine at Paris, Mr. Rudolf 
Ganz said to your editor: 
“The Summer Musical School 
in America is one of the most 
distinctive things about our 
cultural advance. It is the 
musical leaven of the land.” 
We are sure that at that time 
he had no idea that he would 
be the Vice-President of an 
institution that had been re- 
sponsible for bringing much of 
this new movement about. 

Our Summer Schools have 
been criticized by some as 
tending toward mendacious ex- 
ploiting of master teachers. 
This is mere ignorance of the 
actual results attained. One of 
the fundamental pedagogical 
principles deals with the fact 
that the intensity of the in- 
terest and attention accelerates 
progress. Some students do in six weeks what under ordinary 
conditions might have taken them very much longer. 

Strange to say, the Summer Music School has never been con- 
ducted on a very large scale in the East. Apart from the schools 
which have been mentioned, Prof. Clarence Hamilton’s excellent 
school at Boothbay Harbor, Maine, has been conducted for years 
in a restricted field. The schools at eastern universities are not 
distinctly music schools in the sense of the western schools. We 
predict, however, that the demand will be so great that new 
schools will be soon started in the East. 

American Summer Music Schools need fear little competition 
with European Summer Schools, because of the factors of time 
and expense for a comparatively short period of study. In the 
Summer every moment is valuable; rates of travel, hotel bills, 
and other living expenses are at the top-notch abroad. With 
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English-speaking master teachers of the highest rank in America, 
and with present American living conditions, the student who 
is limited for time will find that the American Schools offer 
practical advantages of obvious value. For the money, time 
and effort expended, the American Summer School can often 
do more for the student in six weeks than can be accomplished 
otherwise in much longer time. 

We are proud of the fact that for twenty years we have 
strongly endorsed the Summer School idea. It is correcting 
serious waste in our musical educational field. We strongly 
urge private teachers to continue their classes as far into the 
Summer as permissible. On the whole we were becoming under- 
nourished as a musical nation. We were going unfed for sev- 
eral valuable months in the year. We turned from feast to 
famine and expected to thrive artistically. 

One of the most interesting of all Summer Schools is the 
National Band and Orchestra Camp, conducted by Mr. Joseph 
E. Maddy, at Interlochen, Michigan. Thither we motored last 
summer arriving at the camp at ten in the night. After wan- 
dering through miles of wilderness we suddenly came upon hun- 
dreds of automobiles in the woods. They represented the cars 
of thousands of music lovers who had.come miles to hear 
the remarkable High School Orchestra conducted by Mr. Maddy. 
This work is so remarkable that it would take pages to describe 
it. There Mr. Maddy, Thaddeus Giddings, Superintendent of 
Music, and other zealots are doing one of the most remarkable 
things in music education. The boys and girls come from all 
over the country. The girls have one camp and the boys an- 
other, meeting only under strict chaperonage and discipline. 
There is a fine natural sylvan auditorium with an excellent shell, 
a modern camp hotel and numerous newly-built cabins for 
the girls and boys. Everything was conducted in approved 
sanitary fashion. The musical work was extraordinary. The 
large symphony orchestra of young people, which has been 
conducted by Damrosch, Stock and Gabrilowitsch with such 
high praise, was a continual surprise. If the spirit of Richard 
Wagner could come back and hear that group of young Ameri- 
cans read his Meistersinger Vorspiel at sight he would surely 
long for another earthly career. 

When we got to Interlochen the camp was so crowded that 
there was no room in the hotel, and the editor and his wife 
had to sleep in the hospital while two other members of the 
party slept in a motor bus equipped for camping. The motor 
bus was one that Thaddeus Giddings had bought from the trac- 
tion company and had brought across Michigan so that several 
young people might be spared the expense of the railroad trip. 
That was typical of the whole spirit of this remarkable camp. 
Gosh! but it was American! Gosh! but it was bully! A com- 
mittee of European orchestra experts would have been dumb- 
founded by the superb playing of these American boys and 
girls. Then we went down to Wainright’s Band Camp at 
Lake Oliver, near Elkhart. Here this young educator, whose 
band at Fostoria, Ohio, had won many prizes in state and 
national contests, has built a camp for band players. He has 
two fireproof buildings and a splendid location on a lake. Un- 
fortunately most of the boys had left when we reached the camp, 
and we were not able to witness the educational work. 

It is a really splendid thing to see these musical opportunities 
come to our promising young folks in the summer. To many it 
will mean “everything.” Take the case of “Al” Smith, the 
amazing young tympanist whose work with the National High 
School Orchestra, particularly with many of the great sym- 
phonies, has attracted widespread attention. His full name is 
Allen Smith, of Detroit, Michigan, and he did not run for the 
Presidency. “AI” needs experience and practice only. Some 
day he will have a fine position with one of our leading or- 
chestras. If it were not for the camp at Interlochen he would 
have to waste two long valuable months. In no other way could 
he get the experience at a rate his means would permit. 


In the great ocean of music there is always a wave of inspiration for you. 


$100.00 WORTH OF GAS 


14 HINK how much gas $100.00 will buy for your ‘auto- 

mobile.” This was the argument that a piano salesman 
in the west employed to induce a customer to purchase an in- 
strument that was priced $100.00 less than that of a competitor. 
On investigating, we found that the cheaper piano was an in- 
ferior instrument, as we had suspected, and the purchaser would 
haye lost badly by accepting such a proposition. 

For five years, THE ETuDE Music Macazinez, knowing 
that most piano purchasers consult musically informed people, 
especially music teachers, before buying an instrument, has em- 
phatically advocated purchasing pianos upon the basis of an 
investment, just as diamonds are bought. 

Suppose the customer mentioned above had saved $100.00 
and invested it in gasoline. The gasoline would soon have run 
itself through the carburetor and passed out in invisible gases. 
The customer would have enjoyed some delightful rides, but 
the gasoline and the $100.00 would have disappeared like last 
night’s moon. The $100.00 invested in value in a piano would 
last for years and years. 

Our piano expert, who has been consulted by such great 
numbers of people prior to their purchasing an instrument, 
has repeatedly tried to make clear that it is the height of folly 
to get a very cheap piano, unless you are absolutely forced to 
do so by lack of means. The cheap “bargain sale” piano is 
usually far more expensive in the long run than one bought at 
a just price. 


THE LURE OF EUROPE 


HE spontaneous letters of appreciation that have been pour- 
T ing in, relating to the European “Musical Travelogue” 
articles now appearing in THE Etupe from the pen of your 
Editor, are acknowledged with deep and humble appreciation. 
The reward in expressions of approval is far beyond what the 
writer anticipated and is ample recompense for the effort. Re 
plying to several inquiries it may be said that the publication 
of these travel articles in book form is not at present contem- 
plated. 

It was during his trip that the Editor realized what a 
great privilege it would be for some enterprising ErupE reader 
to have the opportunity of covering practically the same ground; 
and thereby came into existence the great ErupE Prize Con- 
test announced elsewhere in this issue. The “dream of a life- 
time’? may be realized in return for enthusiastic promotion of 
the work of THE Etupr. The lure of Europe as a travel field 
amid the monuments of the culture of this and past ages will 
never be lessened. Our American musical education systems 
are now unexcelled anywhere. Travel for romance: home for 
work. 


SINGING AND HEALTH 


HE study of singing, properly taught, is unquestionably 

very beneficial for the health. Singers are among the few 
people who take in enough oxygen to insure fine bodily vigor. 
With this comes the unusually excellent exercise of the abdom- 
inal muscles and the consequent improvement of the digestion. 

Did you ever see a group of hard-working singers eat? 
For years we used to go to the restaurants in and about the 
Metropolitan Opera House of New York. After hard rehears- 
als the principals and chorus members would come out and 
eat like hod-carriers. No dainty tid-bits for them! Great 
platters of spaghetti a la Milanese, huge portions of meat and 
(in those days) copious draughts of crimson liquid which bore 
the proud name of Chianti. Once at Bayreuth we encountered 
a group of Valkyries gobbling sausage like famished mariners 
saved from a wreck. If marriages are made in heaven, appetites — 
evidently are made in Walhalla. ; 

A course of vocal lessons has turned many a pallid youth 
into a specimen of healthy young manhood. 


Find it every day. 
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THE CASINO AND OPERA HOUSE AT MONTE CARLO 


~~ Plusic on the Poon-Kissed Riviera 


SIXTH IN A SERIES OF MUSICAL TRAVELOGUES —INTIMATE VISITS TO EUROPEAN MUSICAL SHRINES 


Nice, the Blithesome 


T NICE you enter a modern French 
city, much larger than you had 
thought. It is marvelously clean, neat and 
orderly. There is an atmosphere of gaiety 
and happiness which you find difficult to 
understand. You feel light and buoyant. 
You are inspired to dance and sing despite 
your Nordic complex. Joy is in the air. 
You do not wonder that thousatids come 
'year after year from the bleak northern 
lands to worship the sun of the Riviera. 
Perhaps you are fortunate enough to find 
‘yourself in the Hotel Ruhl, right on the 
Promenade des Anglais and go through 
the experience of discovering hotel service 
raised to the supreme degree. Your win- 
dows overlook the Mediterranean and the 
Jardin du Roi Albert I, unforgettably beau- 
tiful in their tropical luxuriance. Smiling 
-attendants are everywhere; luxury over- 
whelms you. At last you are a king, an 
emperor. It all seems too good to be true. 
_ But this is a musical travelogue and we 
must get back-to our subject. Suppose 
we elect for our first musical experience 
a visit to the Grand Opera at Nice. Nice 
has an excellent opera house situated not 
far from the Place Massena, On the way 
to the box office you may visit one of the 
most delightful markets in the world—the 
famous Flower Market of Nice. Imagine 
a city street three blocks long in which the 
entire center of the street is given over to 
booths of the most exquisite flowers the 
\Almighty has given to the world. Laven- 
der carnations, yes indeed, saffron roses 
almost transparent in their petals, anemo- 
‘nes blue and red, huge sprays of lilacs, 
‘and so on and on until you are overcome 
by the fragrance and the beauty. For the 
first time in your life you will find your- 
self in the possession of enough flowers. 
‘A dollar bill will transform your room 
into a bower that would cost fifty dollars 
on Fifth Avenue. 


The Ticket-Seller 


JHEN YOU REACH the opera house 
' with your floral burden you will 
other surprise. In the box office, 
of the imperious gentleman who 


ia 9 


APRIL 1929 


Page 266 


THE OPERA HOUSE 


By James Francis Cooke 


Part II 


condescends to let you purchase your seats 
with no interest whatever in anything but 
the bills you pass through the wicket, you 
will discover a dear little elderly lady with 
a pleasant smile and intimate concern in 
your purchase. She has lovely little black 
velvet ribbons in her white wavy hair. 
Circling her neck is a black velvet band 
with a gold-cameo brooch. We had recol- 
lections of our grandmother going off to 
church back home on a peaceful Sunday 
morning in June. The position of ticket 
seller in state theaters is a much-sought 
sinecure, often granted to superannuated 
artists. 

“Monsieur,” smiles the old lady, “is a 
stranger here. From America? Ah! 
France can never forget America. Alas, it 
is not gala season. The opera is good but 
not at its best. May monsieur enjoy the 
performance and come again! Nice loves 
music. Ah, surely, there is no place like 
Nice!” 

And Nice does love music. How could 
you help it if you lived on the Rue Rossini, 
or Verdi Street or Gounod Street or Ber- 
lioz Street or Durante Street, or Meyer- 
beer Street or Herold Street, or Paganini 
Street or Halévy Street or Auber Street. 
Surely this is a city made for opera. We 
hadn’t noticed it until that inimitable pub- 
lisher, Paul Decourcelle, who for years 
published many of the reigning hits of 
Europe from his delightful offices in Nice, 
called our attention to the fact that no city 
in the world had paid so much civic at- 
tention to music. 


Opera at Nice 

T THE OPERA we heard Verdi’s 

“Aida.” The ‘old lady in the box 
office was right. The performance was a 
meritorious one, but not great. It would 
not have been tolerated at the Metropolitan 
in New York. The chorus was perfunc- 
tory and the scenery was more German in 
its appearance than what we had expected 
in France. The technical details of its 


- execution were perfect, but the plains of 


Egypt gave the illusion of a German sketch 
rather than the impressionistic effect we 
had hoped for. We were unfortunate and 


could not wait weeks for the gala per- 
formances at this fine opera house, which 
have brought operatic fame to Nice. Prac- 
tically all of the famous operatic compos- 
ers have come here in the past to witness 
performances of their works. 

Perhaps you may have the privilege of 
being in Nice at Eastertide. If so you will 
surely find your way to the beautiful 
Russian Cathedral and hear the wonderful 
unaccompanied singing of the choir. Here 
is one of the most distinctive little churches 
in the world, and you will find a kind of 
religious atmosphere wholly unlike any- 
thing you have ever experienced. 

Leaving Nice for an excursion, you will 
unquestionably take a run to inspiring St. 
Raphael. This exquisite town is on the 
coast a few miles to the west of Nice. 
Here it was that Gounod went to complete 
some of his works, among them ‘Romeo 
and Juliet.” The coast at St. Raphael takes 
on an entirely different tint. (Cote d’Or) 
Coast of Gold, the wooded precipices 
assume a beautiful red hue, which, con- 
trasted with the eternal blue of the Medi- 
terranean is inerasable. Surely, this is a 
land of inspiration. 


A Minute Principality 
OUR NEXT EXCURSION -will be 
to Monte Carlo (Mount Charles). 
Monte Carlo is situated in the principality 
of Monaco, one of the tiniest countries in 
the world. Obviously a rocky coast-line 
of about three hundred acres could not sup- 
port great villas, palaces and one of the 
most famous opera houses in history. Its 
revenue comes from the half million or 
more people who go there yearly, attracted 
by the most notorious of gaming houses. 
Only a comparatively few actually go for 
gambling. The others go largely from 
curiosity. They soon find their way to the 
ornate Casino, which is really an extremely 
handsome building. In order to enter, one 
is asked to show a passport, a comic sop 
to the fact that Monaco is a separate na- 
tion. 
The gaming rooms in the Casino adjoin 
the Opera House. Both are in the same 
building. Many of the attendants at the 


AT NICE 


opera go out between acts to play at the 
tables. On the whole, the American visitor 
with wholesome ideals that thrill 
which he perhaps has anticipated in this 
naughty enterprise. Instead of fiery ex- 
citements he drab, common- 
place individuals with sinister countenances 
and a wholly mercenary aspect of life. If 
this is sport, give me a pleasant evening in 
a subway station! The glittering chande- 
liers cast ghastly shadows upon the frozen 
faces of the croupiers. The winners in- 
dicate their gains with no spirit of delight, 
and the with an expression 
which leaves a very unsavory memory in 
the minds of the visitors. 


misses 


encounters 


losers smile 


The Background of Gaming 
Beet WHY PICK on Monte Carlo? 

Practically every summer resort and 
watering place on the continent has its 


casino with every imaginable kind of 
machinery for challenging fate. Dice, 


cards, wheels, gimcracks of all kinds and 
descriptions, enable the devotees of luck 
to spend their means in proportion to 
their gullibility. In truth they are no 
different from that pathetic procession of 
lambs in our America who march 
stupidly up to the slaughter every day in 
bucket shops and pool rooms. One wins 
and ten thousand lose; but the procession 
of egotists and fools goes blindly on. 

One of the singular things is that the 
promoters of gambling resorts always pro- 
vide a remarkable musical background for 
their operations. Many of the finest or- 
chestras in Europe have given concerts in 
Casinos which are, first of all, open gam- 
bling houses authorized by the state. In 
fact, in some communities the only way 
to hear fine music is to go to the Casino. 
It is a singular experience, to turn from 
a really beautiful performance of the 
“Eroica” Symphony to encounter a gentle- 
man who invites you to bet your money 
upon a series of toy horses coursing over 
a tin race track. 

Oddest of all is this aspect. Those who 
patronize the gambling houses seem to 
take very little obvious pleasure in their 
plays. Save for the click of chips and the 


own 
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whirl of the roulette wheel and the drone 
of the croupiers, there is a kind of mel- 
ancholy, ominous silence. There is little 
expression of excitement. No one looks 
happy, and almost everyone looks mis- 
erable. What kind of joy is this? 
matter of grasping by grace of luck what 
someone else has lost, certainly breeds at 
best very little wholesome pleasure, Pity 
that gorgeous music should be loaned to 
such a sordid enterprise! 


An Operatic Jewel 


DJOINING this palace of chance at 

Monte Carlo there is one of the very 
finest musical auditoriums, one of the most 
beautiful opera houses in existence. Its 
seating capacity is very small. It is a 
little jewel box unlike anything to be seen 
anywhere else. No building devoted to 
musical and dramatic art is more lux- 
urious. For the performance of Opéra 
Comique it is ideal. The stage is equipped 
in superb fashion for the finest stage 
pictures. The orchestra of the house is 
splendidly drilled. The fact is that for 
years operatic composers have looked for- 
ward to the opportunity to have ~ their 
works presented in this small but mag- 
nificent theatrical auditerium. Many of 
the world’s greatest artists have appeared 
here, including Adelina Patti, Christine 
Nilsson, Melba, Fauré, Tamagno, Jean de 
Reszké, Caruso, Chaliapin, “Sarah Bern- 
hardt, Duse, Coquelin and most of the 
great pianists and violinists of the past 
and present. 

The impresario, 
deserves the greatest possible credit for 
the very high standards he has maintained ; 
also for securing the premiéres of many 
operas that afterward became famous in 
the world of music. 


The 


M. Raoul Gunsbourg, 


The Prince of Monaco has spent lav- 
ishly from his private fortune, derived 
from the Casino, in his oceanographic re- 
searches, and has built the finest museum 
and aquarium of its. kind anywhere. In 
this he has diverted liberally the profits 
of the gaming tables to important scientific 
matters. : 

A visit to the Monte Carlo opera house 
is one of the privileges of a musical life- 
time. It is. pathetic to think that it is 
adjacent to its sinister neighbor—haven 
of so many people with distorted ideas of 
happiness, in one of the garden spots of 
earth. 

“The moon-kissed Riviera” has, withal, 
produced few works of great genius. 
Genius languishes in comfort and fam- 
ishes in luxury. (Luxury assassinated the 
genius of Rossini, as it has that of many 
a man horn to poverty and grown to 
affluence.) Great masterpieces are the 
result of inspiration plus hard work. Who 
can work in a playground? Go to the 
Riviera for your dreams: the workrooms 
of great men are like as not to be in 
garrets. Dvorak composed on the backs 
of envelopes, in the street cars of New 
York. That is genius! 


SELF-TEST QUESTIONS ON MR. 
COOKE’S ARTICLE 
1. What great musical artist added 


luster to Genoa? 

2. Characterize the ticket-seller of the 
Opera House of Nice. 

3. What names predominate 
streets of Nice? 

4. From what source is the opera at 
Monte Carlo subsidized? 

5. How-does the opera at Monte Carlo 
vank as to the beauty of the house and the 
character of the performances? 


in the 


Be Sure You Are Right 


By SistER MARY CHARLES 


JOHN was a venturesome lad who pre- 
ferred to solve his own problems. He 
took pride in studying difficult passages 
out for himself and often surprised his 
teacher by playing a piece learned without 
any help or direction. One day he came 
to his lesson with the popular. piece Nola by 
Arndt, which he had prepared unassisted. 
He played the first and second page with- 
out hesitation; but when he came to the 
part beginning 


fi ese 
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he was stumped, for he had entirely mis- 
conceived the rhythm, and played the first 
measure as if written: 


The teacher called his attention to the 
faulty rhythm. John tried again with no 
better success. The rhythm was then 
tapped, and the measure played each hand. 
This seemed to make an impression, and 
John went home saying he would have 
the piece next time. 

But, alas! The same mistake had stub- 
bornly resisted all attempts at correction. 
At the next lesson it was apparent that 
brain and fingers were set in a pernicious 
habit and that drastic measures would have 
to be employed to uproot the error. Final- 
ly, after much explaining and tapping and 
tugging and tussling, the rhythmic tangle 
was unraveled, and John went home de- 
termined thereafter to apply the maxim, 
Be sure you are right and then go ahead. 


Bach an Architect of PCusic 


By Haro.p E. WATTS 


Bacu was first and foremost an architect 
in music, and it is the right appreciation 
of this fact that will lead us to the secret 
of his interpretation. He built music up 
with a succession of interweaving lines 
and phrases, each of which, though hav- 
ing an individual life and interest, dove- 
tails with each other and keeps on leading 
to definite points, or cadences, while 
everything is fashioned in such perfect 


proportion that the whole is a combina- 
tion of strength and beauty. The true 
spirit of Bach is refleéted not in the ar- 
chitecture of the Decorated, but in the 
Gothic period. He worked in lines, rather 
than mass or color, and if there is music 
in which we must always be casting 
our eyes and thoughts forward, it is the 
music of J, S. Bach—The London Musical 
Record. 


By FRANK 


Musicians naturally wish to play under 
the best possible conditions. Likewise 
they wish their instruments to be heard 
to the best advantage. Along with their 
audiences, they will therefore be interested 
in some recent scientific findings bearing 
both upon the production and hearing of 
music. 

For many years Professor F.. R. Watson 
of the University of Illinois, an authority 
on acoustics, puzzled over the acoustical 
likes and dislikes of musicians and their 
hearers. Musicians, he knew, had often 
found it hard‘to play in rooms adjusted with 
sound-absorbing materials in an attempt 
to make the acoustics perfect. On the 
other hand, rooms left reverberant, in 
which-players and singers had found it 
easy to perform, were objectionable to the 
listener. 

With a view to determining the best 
conditions for all concerned, Professor 
Watson engaged in a series of experiments. 
In one of these experiments, musicians 
played in a room made very “dead” by 
the use of sound-absorbing material. Here 
it was hard to play, but, as some of the 
material was removed, it became easier. 
Even when the reverberation became so 
strong that the notes “ran together” and the 
overlapping sounds interfered with the 
keeping of time, playing was easier than 
with the sound-absorbents present. As the 
reverberation increased, however, listeners 
in the room found the conditions worse and 
worse. 

From an experiment conducted in reverse 
order, the room reverberant at first and 
then made successively deader, the samme 
reactions on the part of players and listen- 
ers were obtained. The observations 
which had led Professor Watson to make 
the experiments were now corroborated. 
The next step was to find out what ar- 
rangement, if any, could be made that 
would please both player and listener. 

To this end a small studio was adjusted 
with sound-absorbing material in such a 
way as to give, according to the existing 
data on acoustics, the best results, Expert 
string quartet players, however, did not 


eaching 
By GLAbyYs 


In teaching simple intervals to children 
it is helpful to write out exercises such as 
the following: 


Ex.1 
_———— 


Then have the pupil count the degrees 
from one note to the other, marking them 
like this : 


Ex,2 
Sas : 
2d 0s 3rd 4th)=«sO5th)« 6th_«=7th «= Sth 
After they have mastered these, they 


“I do not think much of harping on the matter of originality. If we 
dig into the ground and get the music out of the soil, it is inconsequential 
whether or not someone else got that same melody. 
the way which suits me, and put mysclf into it with all I have to give, 


tt becomes minc.”—Prrcy GRAINGER. 


M. CHASE 
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New Light Ausical Acoustics 


find the room satisfactory for playing. 
Following their adyerse comment, some of © 


the sound-absorbents—racks of hair felt, 
flax and other material—near them were 
removed to the far end of the room. Con- 
ditions for playing were now improved and 


the listeners decided that the music sounded 


better. Similar removal of more of the 
racks brought further improvement, the 
best conditions of all being obtained when 
the end of the room occupied by the play- 
ers was left bare, while the listeners, at 


the other end, were surrounded by the © 


sound-absorbents. It will be understood, ° 
of course, that the materials used were 
substitutes carefully prepared to represent 


. 


such sound-absorbents as might be found 
in any room where music is produced, in- 


cluding draperies, carpets, seat padding, 
the audience itself and the clothing worn. 

As a result of these experiments, the 
arrangement just mentioned—the room 
bare and reverberant where the musicians 
play and sound-absorbent in the portion 
occupied by the audience—is now consid- 
ered best for the concert hall. A piano 
concert given at the University of Illinois 
by Paderewski provides a practical illustra- 
tion. 

To accommodate the large number of | 
people who wished to attend, the men’s 
gymnasium, a room eapecially free of 
sound-absorbing material, was used. The 


piano stood on a platform at one end of | 


the room. About it was a considerable 
vacant space, beyond which was massed an 
audience of fifty-five hundred persons. 
After the concert both Paderewski and 
many members of the audience expressed 
much satisfaction with the acoustical con- 
ditions. 
experimental had_ been 


results obtained, 


This was before the foregoing 


and Professor Watson was at a loss for a_ 


time to account for the apparent phenom- 
enon. In the light of those results, how- 
ever, the explanation is very simple. The 
bare walls and ceiling to the rear and 
above the player had furnished the desired 


reverberance, while the audience massed at 


some distance from the piano provided 
much sound absorption, 


Intervals 


M. STEIN 


should then give exercises like the follow-— 


ing: 


letting the pupil build the intervals on any 


note. 
Ex.4 


2d 4th 6th 7th 3rd 
Even little children enjoy doing these music 
problems and think they are writing real 


music. 


When I work tt out in 
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once started. t 
, Fugue reminds me of a canoe trip I once 
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A Musical ross Examination 


The eminent American composer and professor of pianoforte playing at the New 
England Conservatory presents popular questions and answers them tersely. 


NSWER the question itself and 

A compare your answer with that 
A given. 

_ Why is the sonata-form like the sym- 

phony-form? 

Because they are both the same type of 

composition, the only difference being that 
the symphony is larger and more developed 
in detail. 
_ Why is it that only the sonata-form 
which is played for a piano or for a 
piano with a violin, cello or flute is 
called a sonata? 

Because other combinations of instru- 
ments, even though they are written in the 
sonata-form, just like the solo sonata- 
form, come under the heading of trios, 
quartettes, quintettes and so forth. 

Why is a certain composition called 
a sonata? 


Because it “sounds” (sonare) or 1s 
played. 

Why is a symphony CALLED a sym- 
phony? 


Because it “sounds together with,’ that 
is, is played with instruments. 

Why is a symphony NOT like a sym- 
phonic poem? 

Because a symphony follows the sonata- 
form, while a symphonic poem follows its 
own devices, depending upon the contents 
of the poem. Lisat first applied the term. 
Saint-Saéns and others followed. 

Why is a sonata NOT like a suite? 

Because a sonata has three or four move- 
ments, in two or three different keys (the 
last movement always being in the key of 
the first), while a suite has usually four or 
more movements, all in the same key 
(some modern suites are varied in key). 


; Prelude and Overture 


HY IS a prelude NOT like an 

Y overture? 

Because a prelude usually has one con- 

crete, developed idea or theme, while an 
overture is made up of several ideas. 
Bach’s 48 Preludes are the best examples. 
Wagner used both forms under the name, 
“prelude”: for instance, the Prelude to 
“Lohengrin” has but one idea, while the 
Prelude to the “Meistersingers” has several 
different themes as does The Overture to 
“Tannhiuser.” There are, therefore, many 
instances which confuse the student. 
_ Why is a fugue NOT like a canon? 
. Because a fugue having a short subject 
or theme in the tonic is answered by the 
same subject in the dominant, accompanied 
by a counter theme. After a short epi- 
sode, made up of a continuation of the 
counter theme or of motives of the subject, 
the subject enters again in the tonic, but 
in a different voice, higher or lower. The 
various entrances of the subject, with an- 
swers combined with counter themes and 
episodes build a climax followed by a tonic 
ending. 


The Flow of a Fugue 


QUGUES may be of two, three, four or 

_ more voices. All. good fugues have a 
progressive flow never turning back when 
(By way of illustration a 


made on the River Wye, England, six of 
in three canoes. We suddenty found 
lvespin rapids—swift rapids. A little 
along we came upon a drove of 
crossing the river; once having 


ae & * 7 
= a ae * 


started, we could not stop. TI shall never 
know how we got through without up- 
setting; but we managed it. 


Why is a fugue like a river? 


Because a fugue and a river both flow 
steadily on. Take, for mstance, a three- 
voiced fugue and three canoes on the 
River Wye. 

The first theme or subject of the 
fugue might be said to be like a canoe. 

The answer, in the dominant, might 
be said to be like a second canoe. 

The counter theme might be said to 
be like a paddler in the second canoe. 

The third entrance of the theme, im 
the tonic, might be said to be like a 
third canoe. 

The episodes or digressions of the 
fugue might be said to be like spaces 
between the canoes; the episodes or 
digressions may be made up of bits of 
the theme or counter theme. 

After the three entrances of the theme 
and after the entrances of the three canoes, 
they progress according to fugal or river 
rules, as the composer or the canoeist may 
decide. The entrances of the theme, or 
answer, become more agitated, pursuing 
each other, growing tighter and closer in 
what is called a stretto, like the canoes 
chasing cach other in the rapids. Finally, 
the fugue reaches a climax and ends in 
the tonic, just as the canoes pass out of the 
rapids and land in quiet water. 


Upsetting the Canoe 


OMETIMES the theme or answer may 
be inverted, after which, however, the 

theme returns to the original form, just 
as the canoe in rapids is sometimes upset 
but finally rights itself. 

Why is a canon NOT like a fugue? 

Because a canon has a longer subject, 
usually, which develops and continues un- 
til the end. A second voice enters, one, 
two, three or more measures later, imitat- 
ing exactly the first voice. A canon 
may have several more voices which must 
enter successively; also there may be one 
or more free voices for the sake of giving 
a richer harmonic or contrapuntal effect. 

Canons may be written in the Unison, the 
Second, the Third and sa forth. 

There is a popular canon which the chil- 
dren sing called Three Blind Mice. 

There is a still more popular illustration : 

If you get there before I do, 

Tell them I am coming, too. 
Why is a waltz like a mazurka? 
Because both are in three-quarter time. 
Why is a waltz NOT like a mazurka? 
Because, in a waltz, the accent comes on 

the first beat of cach measure while the 
accents in a masurka come on the second 
and third beats, particularly on the third. 
All artistic compositions admit of slight 
differences, depending upon the compos- 
er’s fancy. 


Harmony and Counterpoint 


HY IS harmony NOT 
counterpoint? 

Because harmony ts perpendicular, like 
a block of houses with different designs, 
having four stories (with even or uneven 
floors) while counterpoint is horizontal 
like subway, surface and elevated trains 
all running at the same time in parallel 
relation to one another. 


like 


Why is some music called “good”? 

Because it has melody. 

Why is much modern music only tol- 
erable? 

Because it has rhythm but lacks melody. 

Why is some music truly excellent? 

Because it has both melody and rhythm. 

Why did a certain young woman like 
a certain modern composition? 

Because, as she said, “it has such splen- 
did rhythm.” Well and good! A drum 
has a great deal of rhythm but no melody. 
Music has both rhythm and melody—and 
melody not in the sense of so-called “tune.” 
Melody consists of a succession of single 
tones pleasing to the car, without regard 
to the number of measures. The works 
of Bach, Beethoven, Brahms, Wagner and 
all the great composers are full of melody. 

Melody is out of fashion, but tt will 
come back to its own when a really great 
composer appears. He has not come yet. 
Brahms was the last. Vocally, instead of 
melody, dramatic declamation is employed. 
Instrumentally, instead of coherent, mu- 
sical development, abrupt rhythinical 
phrases following each other without con- 
nection are heard everywhere. 


Lacking Continuity 


A IS the present-day music like 
the present-day painting and the 
present-day poetry? 

Because nearly all of it lacks continuity 
of ideas. 

Why should there not be fewer novel- 
ties in these latter days on a program? 

Because the average listener is confused 
by a rapid succession of new phrases. The 
conductor and players have a chance to 
study new compositions, but those in the 
audience hear a new piece for the first 
time, and oftem never hear it again—hap- 
pily! Many of the new works are not 
worth hearing a second time! 

Let the novelties be heard, by all means, 
but let only one or two of them be placed 
on a program among well-known and 
standard pieces which will ‘give a contrast 
and relieve the hodge-podge which often is 
foisted upon us. Let it be said that the 
public is overjoyed when a good, beautiful 
and familiar song is sung or piece is 
played, because tt is “a thing of beauty and 
a joy forever.’ One rarely hears songs by 
Schubert, Schumann and Franz because 
the old are crowded out by the new. 


Those Perverse Pipes! 


Ay IS the organ frequently an 
unsympathetic instrument? 

Because it is more or less unrhythmical. 
The expert organist makes a certain show- 
ing of phrasing and shading, but the aver- 
age organ player neither phrases nor 
shades in the true sense of those terms. 

Why do many pianists make false ac- 
cents in melodic phrases? 

Because, the piano being an unmusical 
instrument in itself, some pianists unwtt- 
tingly and involuntarily over-tone the 
second or fourth beat of a measure, or the 
third eighth of a triplet, just as the me- 
lodic line is often broken by false accents. 
The only cure is for the student to sing or 
hum the whole phrase and then listen. 

Why do so many music students hope 
in vain to become soloists? 

Because there are already too many vtr- 
tnosos. Would it not be better for young 


musicians to turn their attention to teach- 
ing or to training themselves to become 
really good accompanists? After gradua- 
tion they give a recital to which all their 
friends and neighbors come. What hap- 
pens then? They have spent their money, 
and they then have to work at whatever 
turns Up, 

Most of the “turning up” consists in get- 
ting @ position to teach at one or another 
school. There are many schools all over 
the country, but usually the students who 
have studied in the great citics want to re- 
main in a musical center where they can 
hear symphony concerts and the great solo- 
ists. 

This is all well and good. But it is wise 
to remember that in the towns and smaller 
cities there are larger opportunities for 
students to become important in a musical 
way. They can, for instance, give an oc- 
casional recital, drawing pupils and their 
friends to it. The fact is that there is too 
much so-called music and too many 
“would-be” students. What the musical 
world needs is a higher standard. Do not 
expect to be a soloist when you belong to 
the teaching or accompanying ranks. 


The Major Sins of Piano Students 


AV, Vlas DO many pianoforte students 
commit so many faults of omis- 
sion or commission? 

Because they do not use their minds. 

Why do they not use their minds? 

Because they do not “stop, look and lis- 
ten.” 

Why do they not stop, look and lis- 
ten? 

Because they do not analyze a piece be- 
fore playing it. 

Why do they not analyze a piece be- 
fore playing it? 

Because they do not appreciate the value 
of the different phrases. 

Why do they not appreciate the value 
of the different phrases? 

Because they do not understand the 
relative order of musical phrases, as com- 
pared with syntax which treats of sen- 
tences in speech or writing. 

Why do students fail to understand 
the relative order of musical phrases? 

Because (although in written or spoken 
sentences the unimportant words or syl- 
lables have no accents) they seem to think 
that in musical phrases the accents may be 
put in anywhere with no regard for met- 
rical.sense. 

Why do students often put accents 
in without regard for metrical sense? 

Because they do not consider the tone 
values of the metrical beats in a measure 
or phrase. 

Why do they not consider the tone 
values of the metrical beats in a mea- 
sure or phrase? 

Because they often have no relative sense 
of tone values. For instance, a student 
is apt to give more tone to the second and 
fourth beats of a measure than to the first 
and third beats. 


Too Much Tone 


\A/ Bt DO students play with too 
much tone on the second and 
fourth beats of’ a measure? 
Because they do not consider the rela- 
tive tone-values in a phrase as a WHOLE. 
Why do they not think of the relative 
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tone-values in a phrase as a WHOLE? 

Because they think only of a single note 
or of a single measure. 

Why do they not sing or hum-a 
phrase away from the piano? 

Because their attention ts often given en- 
tirely to the fingers. 

Why do they not sing or hum a whole 
composition? 

Because they do not analyze the various 
phrases in relation ta each other and to the 
whole. : 

Why do they not think of the various 
phrases in relation to the whole? 

Because, often, they do not make a cli- 
max where it should be made. 
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Triad Testings 
HY IS the first or fundamental 
degree of any scale called the 
tonic? 

Because the first or fundamental degree 
is the most important (tone giving). 

Why is the fifth degree ABOVE the 
tonic called the dominant? 

Because the dominant is the next im- 
portant degree after the tonic. 

Why is the fourth degree ABOVE 
the tonic called the sub-dominant? 

Because the sub-dominant, one degree 
below the dominant, is the second impor- 
tant degree after the tonic. 

Why are the first, third and fifth de- 
grees of any chord called a triad? 

Because it is formed of three notes or 
degrees mm any scale. 

Why are the tonic, dominant and sub- 
dominant triads so important? 

Because they form the eight degrees of 
any diatonic scale (dia-tonic means through 
the tones). 

Why is the relative minor scale called 
relative? 

Because tt 1s most nearly related to the 
major scale, having the same signature, 
that is, the same number of sharps or flats. 

Why is the chromatic scale so called? 

Because it is formed of half-tones which 
make more variety or “color.” 


Why do we say it makes more color? 

Because, in the old days, the half-tones 
were printed or written in color. 

Why are most printed scales wrong? 

Because they are unmetrical. 

Why are they unmetrical? 

Because, instead of playing in quadruplets, 
four octaves, up and down, they should 
be played four octaves and a fifth, up and 
down. Seven counts are unmetrical. 
(Count and you will see.) 


The Episode 


FTER MAKING music with a charm- 

ing and talented young woman, the 
tea-tray was brought in and placed before 
the sofa upon which we sat. We then be- 
gan to talk about things in general and of 
modern music in particular. 

Soon after the tea cups had been filled 
the telephone rang. The telephone receiver 
was attached to the end of the sofa. Our 
conversation was soon interrupted but my 
hostess being a well-trained modernist im- 
mediately resumed the thread of the story 
just where she had left off. 

Two minutes later the telephone rang 
again and again another matter had to be 
discussed by my hostess and her remote 
friend. I waited patiently until the current 
of discussion could again be put in mo- 
tion. This my accomplished hostess did 
as skillfully as if it had never been re- 
tarded. After a number of such inter- 
ruptions, I said, “We have been talking 
for twenty minutes and half a dozen times 
we have been interrupted by telephone 
rings.” Why is it not more or less like 
much modern music in which there is no 
consecutive flow of musical ideas, no har- 
monic sequence? 

Because broad lines of melody have 
ceased to exist, while rhythmical jerks and 
jumps have taken their place. Color, yes, 
and lots of it! But a good deal of it is 
something like the tulip beds in the Boston 
Public Garden—scarlet, magenta and pink 
bloom intermingled. 


Have You ried Ghis Way? 
By H. Marquis 


Have you ever tried giving your prac- 
tice a rhythm? It is done in this fashion. 
Practice today in your usual way. You 
know how that is, “thinking out’ as you 
go along, repeating the same thing many 
times, smoothing something here and ‘cor- 
recting something else there and finishing 
with the fervent hope that what has been 
done today will not be undone by the time 
you sit down again to practice. 

Tomorrow, however, don’t touch the 
keyboard! Instead, sit down and go 
through the piece in imagination. Don’t 
merely play it so. Go through it. Hum 
it over as far as you can. Let your mind 
dwell on it, on every note, on every bit 


of “color.” Try to imagine how it would 
sound if played perfectly. Try to hear the 
music as clearly as if it really sounded. 

As you do these things, let your mind 
“trickle” into your fingers. As you think 
of a note, think of the finger required in 
playing it; “feel” your fingers going over 
the keyboard. 

Give your full practice time to this 
and carry it out as conscientiously as the 
regular keyboard work you have been do- 
ing. You will find, however, that by al- 
ternating “physical” practice and “men- 
tal” practice in this fashion, you will get 
better results and realize more surely than 
ever that “Music hath charms.” 


Special Emphasis. for the @hromatic Scale 


By LAWTON 


PLayinec the chromatic scale with the 
diatonic notes specially emphasized accom- 
plishes many good results: 


PARTINGTON 


First it develops finger control. Then it 
gives a broad conception of tonality. Fi- 
nally it enhances musicianship by allowing 
for a complete grasp of the nature of the 
major scale, the foundation of all musical 
thought. 


“The taste for good music has increased so rapidly that in the past five 


years it is almost unbelievable. 
please. 


We can today play modernists, if you 
We can play Ravel and Debussy and Stravinsky in motion. pic- 


ture theaters and get rounds and rounds of applause, and yet if we attempt 
to play the old chestnuts that used to evoke a tremendous influence like 
Tell and Raymond, even the Overture of ‘Tannhduser,; they sit there and 


say, ‘Yes, we know that. 


We have heard it; it isn’t anything new, 


But 


play an excerpt from a symphony for them and immediately you see the 


tension that comes over them.”—S. L 


. Rormarer (Rory). 


Gen (?ommandments for Piano Students 


By SypiL HosMER 


I. Atways have the piano stool just 
right and sit up straight. 

Il. Practice as carefully when alone as 
you do when your teacher is with you. 

Ill. Think about what you are prac- 
ticing and about nothing else. 

IV. Play your new piece very slowly 
and avoid making mistakes. 

V. Practice a little at a time and take 
each hand alone at first. 


VI. Be very careful to use correct 
fingering. é 

VII. Keep strict time and count when 
necessary. 

VIII. Listen to yourself while you 
practice. 

IX. Let the pedal alone until your 


teacher shows you how to use it. 
X. Memorize a little bit each day, even 
if it be but two measures, 


-A (Comprehensive Piano Lesson Report 


One or Tue Ervupe contributors in 
Akron, Ohio, Mr. Fenton Stancliff, has 
devised a most comprehensive slip, a copy 
of which he gives, duly marked, to each 
pupil at the end of the lesson period. 
There can be no question as to its definite- 
ness. 

How to interpret the marks: Read the 


“o” marks up and to left, the “x” marks 


up and to the right. The initials at the 
top of the columns refer to the words 
printed above. Thus, the top ‘‘o” in the 


column “N” is read, Bring out the melody 
ba) : 


of the new piece. The “o” under 
reads, Count the duet evenly out loud. 
The “x” under the “W” column reads, 
Read page — of Tur Erupe. Several 
hundred combinations are possible. 


Piano [fesson fQeport) s._ 


Pupil of Fenton S. Stancliff 
Duet, Exercise, New Piece, Review Piece, Study, Written Work 


0 IDIE|N|R|S|W x 


Accelerando 


On finger tips 


Accent count one 


Patience pays 


Add no extra notes 


Practice ear training 


Analyze 


Play evenly to counts 


Ascending note louder 


Prepare for the recital 


Bend the wrist 


Blindfolded 


Bring out the melody oO 


Press the chords 


Push back wrists 


Questions welcome 


San 


Correct your mistakes 


Count evenly out loud Oo 


Crescendo 


Raise the forearm 
x Read Etude page ( ) 
Read the letters 


Damper pedal marks 


Relax the wrists 


Decrescendo 


Review this 


Descending note softer 


Right notes first 


Early morning practice 


Ritardando 


Finger this as marked 


Say and on half count 


Finish this 


See theory page ( ) 


Four against three 


Short notes softer 


Get this by heart 


oO Silence at rests 


Give notes full value 


Slide fingers back 


Go slowly at first 


Slide fingers out 


Hands alternately 


Smoothly, evenly 


Hands separately 


Special accents 


Hold the tied notes x 


Strike keys firmly 


In contrary motion 


Think notes ahead 


In legato touch 


' Three notes against two 


In long-short groups 


Times a day 


In pentatonic scale 


Transpose to key of 


In short-long groups 


Turn the hand 


In staccato touch 


In whole tone scale 


Keep a practice record 


Learn melodies first 


Lift fingers high 


Listen to each note 


@) Use metronome at 
Very softly, clearly 
With agogic accents | 


With dynamic accents | 


With quiet arm 
With quiet hand — 


Long notes lovder 


Make a time pattern 


Mark the phrases 


Notes to one count 


When you are sick and unable to take your lesson be fair with your teacher; 
telephone him in time. 


Wrists low in this 


Write in the counts 


Write in the fingering 


Write neatly 
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SIMPLE melody played by a chime 
of bells or carillon attracts an im- 
mense crowd in front of the City 
Hall in Munich each day at eleven o’clock. 
A similar crowd listens eagerly to the 
carillon at Salzburg also played at eleven 
and then goes into the Cathedral to listen 
to a short program of three or four num- 
bers played on the superb Cathedral organ. 


This same gathering may be seen at many 


places in Europe, and the custom is begin- 


ning to take root in America. 


The original home of the carillon is in 


Belgium and the Netherlands, the oldest 


and best bells being those of Matines, 
Bruges, Ghent, Utrecht, Amsterdam and 


. _ Middleburg. 


Four hundred years ago Charles V, 
Roman Emperor and King of Spain, in- 
herited the territory which is now Belgium 
atid Holland. He bound together seven- 
teen Duchies, Counties and _ Bishoprics 
under the name of the Seventeen United 
Provinces. The coat of arms was a lion 
holding a sheaf of seventeen arrows. Soon 
the sheaf fell apart and the arrows were 
turned against each other, but in these 
very stormy times of strife was born the 
music called the carillon and chimes. Be- 
ginfiing in a very simple and crude man- 
ner this music has developed gradually 
down through the ages. The result is the 
finest musical art, which is exemplified in 
the Cathedral Tower of Malines, Belgium, 
where a most artistic recital is given every 


Study in Bell 


to National Life 


By LeRoy B. Campsert 


Bells—low 


and 


resonant 


Like the deep spell of 
Wise men’s thoughts— 
Play upon my soul, 

A vibrant keyboard, 
Resounding to the touch 


Of God. 


Monday evening in June, August and 
September by Mr. Josef Denyn, “the Bach 
of the Carillon art.” 


The Carillon and Patriotism 
HESE PEOPLES for scores of years 


have reveled daily in the music of 
the carillon; it has bound itself into the 
very heart and soul of the common folk. 
Through war, peace, sorrows, struggle, re- 
joicing, celebration days, religious days, 
and National Féte days the people have 
listened to the bells, which send down 
from airy heights tones which lighten rou- 
tine, cheer sad moments and give a charm- 
ing accompaniment to happy occupations. 
“The carillon is without doubt one of the 
greatest mediums in existence for educat- 
ing the people in, and cultivating their 
love for, folk-songs and in teaching them 
great melodies of their fatherland.” (Joyal 
Art Journal.) The carillon plays in 
Belgium and Holland not only in the 
morning but at the evening hour, the time 
of twilight, an hour which stimulates the 
meditative self, the soul self, the emotional 
and deeper self. 

It is difficult indeed to estimate the in- 
fluence of the carillon for good upon the 
stream of civilization of these peoples as 
it has flowed quietly or turbulently on 
through the ages. 

The very name, belfry, comes from 
bergfried which was at first a movable 
tower used by besiegers 
as protection, later a 
watch tower, a beacon 
tower, and still later an 
alarm tower or bell- 
tower. The latter part 
of the word berg fried 
means peace, security, 


shelter. Ber-gen meant 
to protect, defend. The 
berg was dropped and 


bell used together with a 


THE ANGELUS 
By MILLET 


modified form of fried, the result being 
belfry. 

In Egypt, after many hundreds of years 
of mass-stone construction, individual 
mind was at last evinced in the obelisk, 
which indicated free or individual think- 
ing as opposed to collective thinking. 
These obelisks were naturally the pre- 
cursors of the tower, the appéal of which 
is primarily to the eye. The eye appeal 
is of a more intellectual appeal, so the 
next step is of course to add to the tower 
an ear appeal, which makes it more emo- 
tional and so more potent than the simple 
eye appeal. 


The Psychological Appeal of the 
Carillon 


HAT -THIS appeal certainly exists 

may be evinced by the thousands 
upon thousands of people all over the 
world who gather daily and nightly in 
larger and smaller groups, that they may 
receive ‘that something’ which the chimes 
alone seems able to give. But the question 
arises, ‘Wherein lies this attractiveness 
of the ‘singing towers’ of the world?” 

Vibrations seem to be at the bottom of 
all our recently solved riddles. Scientists 
tell us that all nature at bottom is charac- 
terized by a certain rate and character of 
vibration, earth or mud having the lowest 
vibration while spiritual media have the 
highest. 

Man is made of mil- 
lions of cells, each cell 
being alive. It is there- 
fore easy to think that 
each cell is partly physi- 
cal or material (lower 
vibration material) and 
partly spiritual (higher 
vibration). Each part 
of this human cell craves 
growth. The physical 
craves its own kind of 
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s, ?himes or (arillons as Related 


food or vibration material. Hence we give 
it meats and vegetables. The spiritual part 
of the cell craves a food, also, which 
must naturally be of a higher vibration. 
Music, no doubt, is the vibrating medium 
more nearly approximating the food 
craved by the spiritual part of the cell. 

We say, “music is agreeable.” Agree- 
able to what? To the spiritual part of 
a cell? When two mediums are in, or 
nearly, in tune, as two tuning-forks, the 
sound of one produces tone activity in the 
other. The one which was quiet is stirred 
into life by the one which is twanged. The 
spiritual part of the cell of man, no doubt, 
is also similarly stirred into life by the 
vibration of beautiful music. Noise being 
irregular vibration does not stimulate the 
spirit part of the cell. Jazz is mostly 
noise, except in the slower rhythmic pulses, 
and naturally stimulates the slower (physi- 
cal) aspects of the individual. 

Naturally that time when the good or 
spiritual part of the cel! is stirred up, 
throbbed into life, is the best time to appeal 
to the individual with a message of coun- 
sel, admonition or advice. Perhaps the 
music goes even more deeply than words. 
We often hear quoted, ‘“‘Where words 
leave off, music begins.” This may be 
more truth than poetry. Music holds 
people together in thought (produces har- 
mony) while words tend to. separate or 
antagonize. Religious places which always 
include tranquil music seem to have been 


THE RATHAUS AND TOWERS OF THE FRAUENKIRCHE 


IN MUNICH 
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the source of many inspirations or awaken- 
ings of creative powers. Think over the 
inventors. and creative minds during that 
great awakening period in Florentine his- 


tory and then note the importance of the _ 


religious life of the time, charged as it 
was with art and with tranquil music 
of fundamental vibration. 


The Carillon and the Finer Emotions 


WAGE THE sincere inspired music of 
the heart intoned in simple bell mel- 
odies from those old towers of Belgium 
has undoubtedly exerted a powerful in- 
fluence upon the lives of these sturdy 
peoples. These melodies are folk-songs, 
patriotic songs, tranquil music, the reaction 
to which is relaxation and repose. This 
music is heard at the time of twilight 
when strong moods are upon people, 
moods for reverie, romance. and love. 
These powerful melodies, rich with asso- 
ciations not only of sincere and dignified 
words but with the past history of their 
fatherland, are played over and over until 
they become threaded into the very woof 
and warp of the national life. 

America needs more patriotism, more 
love of country, and only a deepening of 
the emotional content of the soul of the 
people will accomplish this end. For out 
of the deeper emotional self comes real 
patriotism, love of country and therefore 
respect for the laws of the ceuntry. Out 
of the richer emotions come also joy, hap- 
piness, broad sympathies and finer sensi- 
bilities. e 

With this philosophy and ideal in mind 
the encouraging of the carillon and chimes 
in America might not be amiss. In fact 
it might be a means of deepening our 
basic virtues. With it would come an in- 
creased appreciation for better music, for 
the best music is always based upon the 
folk-song. Art in general would receive 
a new impetus, and the religious life of 
America would realize a richer back- 
ground. It is told of Napoleon that upon 
a certain occasion he was moving a cannon 
over a difficult pass in the Alps. Man- 
power had been used to the limit with no 
avail when Napoleon called upon the band 
to play a patriotic air. New lifé seemed 
of a sudden to possess the men, and the 
cannon was moved easily into the desired 
position. 

During the late gigantic struggle the 
fate of Democracy hung trembling in the 
balance especially in the early days of the 
war. Military experts tell us that the 
only thing that saved the Allies was the 
almost miraculous feat of the~- Belgians 
holding on until the Allies had time to 
better organize. 


Belgium’s Bells 

S IN THE case of Napoleon just 

cited the Belgians’ manpower, plus 
perhaps their years of accumulated emo- 
tional power resulting in no small part 
from their beloved bells, made it possible 
for them to accomplish this supreme task. 
Who shall say that it might not have 
been in this very critical moment that the 
war was won? Henry Van Dyke’s won- 
derful words on this event bear so strik- 
ingly upon the point in question that I can- 
not refrain from quoting them: 


“The gabled roofs of old Malines 
Are russet red and grey and green 
And o’er them in the sunset hour 
Looms, dark and huge, St. Rombold’s 

Tower. 
High in that rugged nest concealed 
The sweetest bells that ever pealed, 
The deepest bells that ever rung, 
The lightest bells that ever sung, 
Are waiting for the Master’s hand 
To fling their music o’er the land. 


“And shall they ring tonight, Malines ? 
In nineteen hundred and fourteen, 
The frightful year, the year of woe, 
When fire and blood and rapine flow 


THE BELFRY OF ST. NICOLAS 
AT DIXMUDE 


Across the land from lost Liege, 
Storm-driven by the German rage? 

The other Carillons have ceased; 

Fallen is Hasselt, fallen Diest, 

From Ghent and Bruges no voices come, 
Antwerp is silent, Termonde dumb. 


“But in thy belfry, O Malines, 

The master of the bells unseen 

Has climbed to where the keyboard 
stands ; 

Tonight his heart is in his hands! 

Once more, before invasion’s hell 

Breaks ’round the tower he loves so well. 

Once more he strikes the well-worn keys, 

And sends out aérial harmonies 

Far-floating through the twilight dim 

In patriotic song and holy hymn. 


“O listen burghers of Malines! 
Soldier and workman, pale Beguine, 
And mother with a trembling flock 
Of children clinging to thy frock, 
Look up and listen, listen all! 

What tunes are these that gently fall 
Around you like a benison? 

‘The Flemish Lion,’ ‘Brabanconne,’ 
‘O Brave Liege’ and all the airs 
That Belgium in her bosom bears. 


“Ring up, ye silvery octaves high, 


Whose notes like circling swallows fly; 
And ring, each old sonorous bell, 
‘Jesu, “Maria,’ ‘Michael!’ 

Weave in and out, and high and low, 
The magic music that you know, 

And let it float and flutter down 

To cheer the heart of the troubled town. 
Ring out, ‘Salvator’ lord of all— 
‘Roland’ in Ghent may hear thee call! 


“O brave bell-music of Malines, 

In this dark hour how much you mean! 
The dreadful night of blood and tears 
Sweeps down on Belgium, but she hears 
Deep in her heart the melody 

Of songs she learned when she was free, 
She will not falter, faint nor fail, 
But fight until her rights prevail 
And all her ancient belfries ring, 
‘The Flemish Lion,’ ‘God Save 

King!” 


In the last analysis Music is in a sense 
like the letters of the alphabet. The let 


the 


‘ 


ters may be used to write the most heauti- 
ful and uplifting and constructive poems, 
or the self-same letters may be used to 
write the worst doggerel. Music in the 
past has been a great power back of an 
ethics of militarism, but would it not 
be more sane, constructive and healthful 
to inaugurate, as a background to Amer- 
ica’s new enthusiasm in carillons and 
chimes, an ethics of peace? 


Each hour of day and night 

Is circled, dark or bright, 

By startled silvery clamor of the bells, 
Telling of time in flight. 


Still pealing, swift or slow,— 
These hours that measure so 
The making and the breaking of men’s 
lives, 
They go, they go—they go. 
KATHLINE WARREN. 
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Surely a peace ethics would make a 
wonderful sail for our great American 
and | 


ship, but every sail needs wind, 
America’s new carillon music idea might 
well be utilized for a tremendous moving — 
power behind these sails. 


a) 


SELF-TEST QUESTIONS ON MR. 
CAMPBELL'’S ARTICLE 

1. Name five Belgian cities possessing 
Singing Towers. 

2. Why may the carillons of Belgium be 
said to regulate the lives of the people? — 

3. What is your interpretation of the 
statement, “Music is agreeable?” 

4. Why is music called the “binding” 
art? 

5. How do carillons differ from yes 
nary tower bells? 


Ghe Value of the Dental Picture 


By BerTHA McCorkle 


Every young teacher finds it difficult 
to interest some pupils in their lessons. 
They have entered her class under com- 
pulsion, or, though willing to learn to 
play the piano, are yet unwilling to work 
to attain this end. 

But even these students are interested in 
games, and no game is too hard for them. 
To them a puzzle is not work: it is play. 
And interest does not lag until the puzzle 
is solved. So the young teacher can make 
of her lessons a game, and with mental 
pictures intrigue the child’s interest and 
make a pleasure of practice. 

The very first lesson can be made a 
charming game. The notes are new 
friends (each with a name) playing on a 
fence or step. After the pupil has “been 
introduced” to middle C and then finds him 
on a sheet of music—in a crowd—he 
knows that note for all time. Then, when 
he has learned to know all the notes and 
their places on the piano, he will be inter- 
ested in making them talk loudly or softly, 
walk and run, keep step or .walk alone. 

“Now, Mary,” you will say, “when you 
go for a walk with a little girl your size, 
you keep step right with her, and when 
you go with big brother. you take two 
steps to his one. But when you go with 
father you have to take three steps to his 
one! Now, if baby brother is along, he 
must take four steps for every one of 
father’s, but mother and father step right 
together every time.” 


With a Playmate With Brother 


With Father 


Baby and Father 


While trying to “keep step” with father 


and the rest, Mary forgets that she is 
working and enjoys the game. 

The five-finger exercises become inter- 
esting to the young pupil when the fingers 
are ten little playmates jumping or see- 
sawing or playing leap-frog. The thumb 
always under and on his back! 

In the early teaching of expression, the 
mental picture is invaluable, To say “play 
loudly” or “play softly” may cause a 
change in intensity, but expression is 
something more and must first be felt. - 

The title of a composition will nearly 
always give a clue, but, when no vivid pic- 
ture is suggested by the title, the child’s 
imagination must be put into play to create 
his own background. 

In a title like “In the Woodland,” for 
instance, there is unlimited opportunity. 
To the very young pupil you might say, 
“Now, Mary, we will take a little walk 
into the woods with the man who com- 
posed this piece and see if we can see 
what he does. This little melody is you, 
Mary, singing as you go.” And so Mary 
learns to play legato. “This running ac- 
companiment is the brooklet, and, oh, 
Mary, play softly! There’s a_ rabbit! 
Play these chords loud, Mary. That’s a 
dog barking. But hurry! The rabbit 
must get away!” 

The minor strain will be played with 
like expression if it pictures a baby bird 
that cannot fly, while the closing strain 
and chords will express joy if made to 
show the baby bird at last flying into the 
low branch of a tree. 

This kind of training does more than 
lighten the teacher’s task. It develops 
the child’s imagination and gives the 
teacher a glimpse into the mind and heart 
of the pupil. It makes of the child a 
closer observer and lover of nature while 
teaching her to think constructively. 
Soon the pupil is ready to grasp the mu- 
sical idea of the composer from the music 
itself, the melody, the phrases and periods, 
the rhythm, the expression, because the 
drudgery of practice has been eliminated 
and the understanding of musical expres- 
sion has begun its work of enlightening 


the mind and exalting the heart of the © 


child, 


Basket Ball 


By RENA IDELLA CARVER 


My croup of young beginners loves to 
play this game that leads to confidence 
at the piano. 

When the children have formed a semi- 
circle around the piano one of them is 
chosen to start the game. She ‘seats her- 
self and with closed eyes tries to find mid- 
dle C and the octave above it (12 line C) 
with the right hand, then an octave below 
with the left hand. If she fails to “make 
a basket” the next one tries. After each 


has tried they begin again. The one that 
makes the most basken is on the honor 
roll. 

When the group is pres: in jumping one 


¢ 
{ 


octave, two octave jumps are learned and — 


later three octave skips. Next crossing 
hands is used as a game. Then a triad or 
common chord is substituted for the single 
tone. The game is played in the sam 
manner. This” game of basket ball is 
always enjoyed by orerriay an % 
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| Wild Pelodies from the Arctic 


By JOHN 


OWEVER PRIMITIVE a man 

may be, he has music of one form 

or another; and though it may be 
produced in a crude way, it is within him, 
and it usually creeps forth. It is but a few 
years ago that the Indians of interior 
Alaska were in the Dark Ages. I am only 
a young man; yet my father remembered 
the time when he had to rub two sticks 
together to build a fire. What a terrific 
contrast. Stone Age yesterday. Civiliza- 
tion today! \ 

Though it does get warm there some- 
times; yet often the northern native faced 
by death, starvation, and the biting, rigor- 
ous cold, still found time to express his 
feelings through simple melodies which 
were whistled, hummed or sung. The 
‘airs fell into five different groups: those 
that were sung at the feasts; those that 
were chanted to the spirits; those that 
were used at the dances; those that formed 
the laments; and, finally, those that made 
up the love songs. 


Gathering Native Tunes 

T HAS BEEN my privilege to travel 

a great deal throughout the interior of 
Alaska with Episcopal missionaries—hy 
boats in the summer and with dog teams in 
the winter. In these wanderings, tunes 
which were handed down from pre- 
historic times often came to my ears. Miss 
Bertha Baur, President of the Cincinnati 
Conservatory of Music, has been interested 
in these wild airs of the cold Arctic, and 
jit is at her suggestion that a few facts 
have been set down along with each melody. 


“Don't Leave Me” 


N DOWN the Yukon, about three 

hundred miles below Fort Yukon, 
there is another settlement. This village 
is named after the Tanana River that 
comes in from the South. As this is a good 
spot for hunting and fishing, it has been 
occupied from all times, At this point, 
looking over the wide Yukon and the 
Tanana, the great bulk of Denali, or Mt. 
McKinley, may often be seen. Though it 
is one hundred and fifty miles away, its 
cold icy peaks soar high and clear above 
the rest of the land. Once upon a time 
in the good old days, a true-hearted beauti- 
ful maiden stood on the bank of the river 
here and cried, “Don’t leave me,” as her 
loved one paddled away in his birch-bark 
canoe for the “battle grounds.” He re- 
turned victorious, and then she no longer 
had to sing: 


1 Don't Leave Me 


“Down the Yukon” 


pe A BEAUTIFUL June day I was 
once going down the Yukon River, in 
the region known as the Yukon Flats, near 
the little village of Fort Yukon, which is 
just inside the Arctic Circle. The passenger 
boat was a stern-wheeler similar to those 


used on the Mississippi. On this boat was 
another native who leaned over the rail- 
ings, not knowing that there was another 
person around, and sang out into the clear 
summer sky a song that since then often 
rings in my ears. 
_ What a setting! 


Poe) 


The boat wes plying 


FREDSON 


JOHN FREDSON WITH MISS BERTHA BAUR, DIRECTOR OF THE CINCINNATI CON 
SERVATORY OF MUSIC 


the gray waters of the mighty river, 
smoothly, yet swiftly. Through the thick, 
massive, snow-white clouds which hung 
close to the earth, the Arctic sky appeared 
as blue as the deep sea. All was life! 
Under the hot sun that shines forth for 
twenty-four hours of the day at this time 
of the year, flowers of all description and 
beauty and the leaves on the trees were 
bursting inte life quickly, yet silently. The 
ducks quacked here and there, and the 
geese honked at us (the intruders) in the 
“great open.” Birds that had just returned 
from the South-land to spend their vaca- 
tion around the Pole sang sweet songs 
which were impossible to be put into 
words, yet were heavenly. My friend was 
in a real love-land with his loved one when 
he sang, forming his own words, this 
melody that has come down from the ages: 


2 Down the Yukon 
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“After the Hunt’ 


Pees it is safe to say that hunting 
was the chief method of getting a 
living. Without any implements of metal 
whatever, but with only the bow and the 
arrows, the snare, and a rough spear, back 
as far as any mind can go, the northern 
Indian managed to struggle against the 


‘terrific cold and the many hardships with 


which the man of the Stone Age had to 
contend, To get a deer, he had to run 
after it; to get a bear, he had to fight it 
with his hands. Often in the dead of 
winter he was forced to plow through deep 
snow, with his snow-shoes, to get his 
moose. Men who could endure,such hard- 
ships must have been one hundred per 
cent. perfect physically. What a test for 
the “survival of the fittest!” 


38 After the Hunt 
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It is not a surprise, then, that the native 
feasted and danced when he had “good 
luck.” After a’successful hunt there was 
always a feast and a general get-together. 
All took part in the singing, while the 
leader beat a crude drum made out of 
skin. Certain ones, especially those who 
were light on their feet, danced in the 
center, with perfect time and rhythm, very 
much like the other Red Brothers farther 
south. The singers stood around in a circle. 
This was kept up until all were exhausted. 


“Aurora Borealis” 
CROSS LAND, about one hundred 
and twenty-five miles north of Ta- 
nana and, perhaps, eight hundred. miles by 
water, there is again a native town. This 
village is made up of two different tribes: 
the Kobuks (a branch of the Eskimos) 
and the regular Alaskan Indians. From 
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time immemorial these two distinct types of 
inhabitants fought; but today, due to 
church work and the government, all are 
friendly. On the banks of the peaceful 
Koynkuk River these inhabitants live and 
have lived for centuries. 

Allakaket is about one hundred miles 
inside the Arctic Circle, and it gets 
slightly cold sometimes. The thermometer 
was once noticed at seventy degrees below 
zero; then again in June or July the same 
thermometer registered around one hun- 
dred degrees in the shade. 

One winter, in December and January, 
the late Venerable Hudson Stuck and I 
visited Allakaket; and the wonderful dis- 
plays of the Aurora Borealis were beyond 
description. To this mysterious  phe- 
nomenon the noble forefathers formed a 
tune. How thrilling it is to see the grand 
display of lights! They are made up of all 
the colors of the rainbow, crossing the 
whole clear cold northern sky (east and 
west), like a tremendous silk veil, thin 
and transparent. They move quickly; they 
dash this way and that, they flicker, they 
dance, and huge tongues of fire shoot forth 
and appear to lick the dark star-inlaid sky. 
But, with all the movements and colora- 
tion, not a sound is produced. All is dead 
silent! Can the simple-hearted natives 
be blamed for, at least, making a song of 
praise to this mystery of Nature’s own 
handiwork ? 


4, Aurora Borealis 
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“My Girl is Like a Fish” 


HE AVERAGE READER would 
smile at ‘this’ heading; but after 


understanding the original makeup of the 
song, another view may be taken. The 
northern native never knew anything about 
agriculture. So his life depended on what 
he hunted in the woods and what fish 
he got out of the water. As all stories and 
legends came down by word of mouth, -so 
this tune came down to the present day 
in the usual fashion, 

A certain youth loved a girl dearly; to 
his mind it was almost impossible to com- 
pare her beauty with anything. Now it 
happened that there was a peculiar kind of 
fish with many colors; it was really beau- 
tiful, and fish was one of the sources of 
livelihood. It was a compliment to com- 
pare her with the fish; and she took it so. 

In these olden times there were regular 
fishing seasons; and at this time all were 
busy storing away for the winter; but if 
the fishing failed, hardships and often 
starvation were the results. Melodies such 


as this are a few of the remaining links 
of the chain that goes directly back into 
ages that are traditional. 


Faas 


Such are the melodies as I have heard 
them in my wanderings about the great 
“Land of the Midnight Sun.” Crude as they 
are, these simple tunes are the threads that 
still reach back and link us with the times 
when only the Red Man roamed the land. 
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A Unique Orchestra of the 
Air—Chinese Pigeon 
Whistles : 


By HERBERT BEARDSLEY 


AmMoNc the quite ingenious and odd musi- 
cal instruments recently brought to this 
country by an explorer from China are a 
collection of unique Pigeon Whistles, 

We are wont to speak of the Chinese as 
a sober, practical and prosaic race, worldly- 
minded, bestowing all their efforts on use- 
ful temporal things; yet the people are by 
no means lacking in purely emotional mat- 
ters of great attractiveness; and their traits 
of a deep poetical quality stand out promi- 
nently in the invention and use of the 
Pigeon Whistles. 


A PIGEON WHISTLE 


The musical loving Chinamen find a de- 
lightful pastime and obtain pleasing melo- 
dies from a flock of pigeons whose tails 
are adorned with these fantastic and tune- 
ful contrivances. The whistles are very 
light, weighing but a few grams, and are 
attached to the tails of young pigeons, by 
means of fine copper wire, so that when 
the birds fly, the wind blowing through the 
whistles sets them vibrating and produces 
an open-air concert. The instruments, one 
carried by each bird of a flock of pigeons, 
are all tuned differently. 

There are two types, those consisting of 
hamboo tubes placed side by side, and a 
kind based on the principle of tubes attach- 
ed to gourd body or wind-chest. They are 
lacquered in black and other colors, to 
protect the material from the destructive 
influences of the’ atmosphere. 

The tube whistles have either two, three, 
or five tubes. The gourd whistles are fur- 
nished with a mouthpiece and small aper- 
tures to the number of two, three, six, ten, 
and even thirteen. A few have the 
shape of a pig’s head. 


CHINESE PIGEON WHISTLES 


The whistles are manufactured with 
great cleverness and ingenuity. The mate- 
rials used in their construction are: small 
gourds that serve for the bodies, and sev- 
eral kinds of bamboo for the large and 
small tubes. The various pieces are fas- 
tened together by means of fish glue. Their 
making requires much time and skill.. One 


man is said to be able to turn out but 
three instruments a day. 

The Chinese themselves offer no satis- 
factory explanation as to the origin of this 
quaint custom; for it is not the pigeon that 
profits from this practice, but merely the 
human ear which feasts on the wind-blown 
tunes and derives esthetic pleasure from 
the music, 


What is Weant by “Dyusical’”? 


By Cyrit Scotr 


WHEN we apply the adjective “musical” 
to either man, woman or child, although 
we are persuaded that we know exactly 
what it means, we merely think we do; in 
point of fact we are but loosely using a 
catch-word which may denote well-nigh 
anything. Indeed, so relative is the term 
that on one person’s lips it may mean one 
thing, and on another’s it may mean an- 
other; if applied to a child it connotes 
something different from when applied to 
an adult; and when applied to a profes- 
sional it means something different from 
when applied to a layman. 

A small child who discordantly strums 
on the piano is often regarded as a musi- 
cal child, but a man who discordantly 
strums on the piano is regarded as an un- 
musical man. Yet to the person who is 
not in the least interested in music, that 
very man by reason of wishing to strum 
on the piano at all is regarded as musical 
—even to be fond of producing pseudo- 
musical sounds is, in the eyes of countless 
people, to merit the honor of being thus 
termed,—The Sackbut. 


Where the Blame Rested 


THE great conductor, Sousa, was put- 
ting his band through a rehearsal. There 
was a recruit to the organization. The 
new member’s instrument was a tuba. This 
person seemed incapable of getting through 
a somewhat difficult passage without mak- 
ing a hideous hash of his part of it. 

Sousa halted the others and glanced re- 
provingly at the offender. 

“What's the matter with you?” he de- 
manded. 

“It ain’t me,” explained the perspiring 
musician; “it’s this dam horn.” He shook 
the misbehaving instrument. “I blow in it 
so nice and sweet und it comes out so 
r-r-rotten !” 


To Eliminate Pauses 


By NoRAH SMARIDGE 


{HERE is a decided tendency for the 
pupil to make a considerable pause at the 
end of this or that measure. Usually it 
is found that such a measure has pre- 
sented especial difficulties and has, there- 


_ fore, been practiced over and over by it- 


self. With the habit of pausing at the 
end of it thus firmly fixed, the pupil con- 
tinues to do so even after the difficulties 
have been mastered. 

This tendency may be avoided, in the 
case of practicing an intricate measure 
apart from the rest of the piece, by start- 
ing with any note except the first one and 
ending with any note except the last. 
Then, once the difficulty is overcome, the 
pupil plays straight on without the tend- 
ency to pause at the bar-line—a tempta- 
tion which would ordinarily suggest itself 
to him had be been in the habit of stop- 
ping there. 


“Alas for those who sing, but die with 
all their music in them.” ) 
mah —OLIverR WENDELL HoL”MEs, 
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A. DEPARTMENT OF REPRODUCED Music 
By Perer HucH Reep 


yz 


Discs 


HE ADVENT of the Boston Sym- 
phony Orchestra’s return to discs 


brought with it an assurance of 
musical wealth in the recording of one of 
America’s greatest orchestras and also pre- 
sented an augury of future releases which 
will unquestionably be awaited by musician 
and layman alike with an impatience born 
of an appreciative interest. This Pilgrim 
band» boasts a choir of silken strings 
which are now a matter of recorded his- 
tory, since they are veraciously projected 
from the disc. 


Sergei Kussevitzky, an eminent con- 


ductor of the most superb artistic attri- 


butes, has chosen a modern work for his 
first recording. This is a suite from 
Stravinsky’s ballet, Petroushka. The pur- 
pose of recording an arrangement from 
this ballet was to present a suite which 
could be enjoyed as abstract music apart 
from the program of the ballet. It begins 
with the energetic Russian Dance and ends 
with the Grand Carnival festivities. It 
possesses the rhythmic vitality of the orig- 
inal score without the characteristic in- 
nuendo of the story. 

Those who intimately know the ballet 
will probably miss the excisions of the 
hand-organ music, the episode of the little 
3allerina and that of the Moor, besides 
the death of Petroushka and the appari- 
tion of his ghost. Others will welcome 
the suite for its rhythmic life, its modern 
musical optimism and the fact that it 
is played by the famous Bostonians and 
their able leader. The suite occupies five 
sides of three Victor discs, numbers 6882- 
83-84. On the sixth side will be found 
an excerpt from the latest ballet by Stra- 
vinsky which is written entirely for strings 
in the Mozartian manner. This charming 
music is simplicity itself; its melodic 
purity is immediately appealing. 


Brahms’ “Third Symphony” 


HE RECORDING of Brahms’ “Third 

Symphony”. by Stokowski and_ his 
famous Quaker band was a most welcome 
addition to the growing library of musical 
classics. Stokowski’s interpretation of this 
work is an ideal one based upon its rhyth- 
mic lines. His reading of it in the concert 
hall, it has been said, “was wrought with 
treasurable marvels. The slow movement 
was particularly incomparable in its tender, 
wide-eyed loveliness, a gem of purest seren- 
ity. And how ineffably yearning, how full 
of slanting sunlight, was the Allegretto!” 
This and more too is true, for Stokowski 
evidently nurtures a deep fondness for 
this symphony. 

The recording itself is an excellent one, 
one which can be enjoyed for its pure, 
sensuous beauty as well as for the poetical 
interpretation of the conductor. At the 
same time it does not do Mr. Stokowski 
full justice, for his range of emotional 
concept is considerably eclipsed in the 
recording. At no time does the orchestra 
attaM a genuine pianissimo, but compromises 
instead with a mezzo-forte and a mezzo- 
piano. The fault, of course, may be as- 
signed to the recording director, but it 
would seem to the present writer that the 
poetical genius of a Stokowski should 
know no compromise in the delivery of 


what, in the concert hall, has been a per- 


fect concept, 


The recording of this work completes 
the symphonic quartet of Brahms upon 
discs, since all four symphonies can now 
be gotten in electrically recorded versions. 
Strange to say, although the “Third” is the 
most immediately appealing, it has never- 
theless been neglected and is the last to 
find itself’ recorded. Hadow writes that 
“it is perhaps the finest, certainly the clear- 
est, of all Brahms’ instrumental composi-_ 
tions for orchestra—forcible and vigorous 
in movement, delightful in melody, and, of 
course, faultless in construction.” Brahms 
introduced this symphony to the Viennese 
public during the winter of 1883, where- 
upon it was immediately claimed and 
played in every leading musical centre in 
Germany—a decidedly different reception 
from those of the other three. This work 
will be found upon Victor discs Nos. 6886 
to 6890. | 


String Quartet of Debussy 


Va THE recent issue of Debussy’s 
String Quartet, Columbia reached 
Set No. 100 in their album series of master 
discs. This Quartet belongs to the second 
period of that master’s creative genius, 
having been composed in his thirtieth year. 
It is a work of great sonorities and one 
in which the tonal resources of each in- 
strument are veritably exhausted. This 
quartet is quite apart from the chamber 
style of the Beethoven Quartets, wherein 
the sonata form reached the peak of per- 
fection and equal delineation by the various 
instruments was carefully sought after. 

Debussy creates color and builds his 
sonorities until the music seems as though 
it were being played by a chamber or- 
chestra rather than by the usual four in- 
struments of a quartet. Again and again 
one hears the second violin or the viola 
sounding like a clarinet or oboe, and often 
the ’cello tone is reminiscent of, a horn. 
The illusion of a miniature orchestra is 
absolutely complete. The Lener Quartet 
of Budapest have interpreted this work. 
with an instrumental virtuosity which is 
most ‘effective, and the recording is un- 
usually full and resonant. Perhaps the 
best playing is in the reproduction of the 
slow movement, wherein the composer's 
mystic touch of beauty is recreated with 
rare appreciative regard. 


Piano Concertos 


HREE PIANO concertos recently en-. 
gaged our attention for their artistic 
interpretations and their excellent record- 
ings. These were Chopin’s “Concerto in 
E Minor,’ Opus 11, Liszt's “Concerto in 
FE Flat,” Opus 22, and Schumann’s “Con-— 
certo in A Minor,” Opus 54. } 
Chopin's “Concerto in E Minor” was” 
written in 1831, when the composer was 
only twenty-one; yet already his exquisite | 
melodic genius was fully in evidence. 
Chopin never acquired fame for orchestral _ 
writing; his creative gift expressed itself 
only through the keyboard of the piano. 
So it is not surprising to find the orches- 
tration an uneventful part of this con- 
certo. But, since a concerto is primaril 
designed to display the skill and artistry 
of the solo performer and since the piar 
part of this one is full of emotional e 
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WER ETUDE 


. HAT IS meant by “weight play- 


ing?” In answer, perhaps I can 
‘ do no better than quote the defini- 
tion given by Leroy B. Campbell in his 
book, Relaxation in Piano Playing. 
“Weight in piano playing is the use under 
control of the power furnished by a fall- 
ing body (the playing arm) instead of or 
im connection with the power secured 
by forcible muscular action.” (1 have 


added the words in italics.) 


This definition recognizes two means of 


_ producing power by the player: (1) by 


active effort of the muscles, and (2) by 
passive fall of the arm or its component 
parts. 

Such a passive movement evidently as- 
-sumes that the law of gravitation is al- 
lowed to take its course, that the falling 
member has been suspended by some force 
which force is suddenly withdrawn. Here 
we come to the condition necessary for 
the employment of weight playing, which 
‘is the release from some sort of muscular 
tension. 


Principle I 


\ X 7 E ARE now prepared to state, as the 
first of our Cardinal Principles, 


the following: Weight playing is pro- 


‘duced by the sudden relaxation of a part 
_ or the whole of the arm and hand. 


Examining the various members which 
may be thus treated, we find that they 
are four in number: The fingers (collec- 
tively), hand, forearm and full arm. 
These are, indeed, like four distinct in- 
struments, all of which are under the 
control of a single player who may use 
them individually or in combination. 

To appreciate the possibilities of relax- 
ing each of these members, sit before a 
table so that the finger tips rest on its top 
and the upper side of arm and hand are in 
a level, straight line. Now raise each of 
the fingers in turn as high as possible and 
suddenly relax it so that it falls loosely. 
There will be a slight thud as it hits the 
table top, but the force of the falling 
finger is evidently negligible as to its play- 
ing results. 

Next pull the hand back from the wrist 
as far as possible and let it fall. The 
thud is now much more evident, involving 
enough power to drive down a piano key. 

Now, holding forearm and hand firmly 
together, raise them to a vertical position 


and then relax. The fingers now hit the 


table with a resounding thump, which, if 
applied to the piano, produces a loud tone. 
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Fig. L 


Now sit back from the table, resting 


your hands loosely in your lap. 


With 
per arm, forearm and hand held firmly 
»gether, pull up the whole combination, 
shrugging up the shoulders as high as 
_ are. able (probably four or five 
). Hold the arm thus suspended 


By CLARENCE 


for a moment, and then release it. The 
resulting forcible descent into the lap will 
show the importance of this kind of 
weight touch. 


Principle IT 
S OUR second Cardinal Principle ; 
let us consider the following : 

The effectiveness of weight playing will 
depend (1) on the amount of weight that 
is released, 

In the above experiments we have found 
that the power generated by relaxing the 
various members varies from the negligible 
thud of the fingers alone to the powerful 
descent of the entire arm. Ilere let us 
observe that the same member may gener- 
ate different degrees of power according as 
it is liberated wholly or only partially. 
This fact was indicated in the definition 
by the words “use wider conirol of the 
power.” Relaxation, therefore, may be 
complete or partial. In the former case 
the maximum of power from weight alone 
is generated, while, in the latter, part of 
this force is held back, 

Accordingly the player must cultivate 
what Mr. Campbell calls Relaxation Con- 
sciousness or the accurate mental gauge of 
just how far relaxation is to be carried. 
Imperfect relaxation consciousness results 
in that lack of control of weight which is 
so necessary to intelligent playing. 

Most pianists, for instance, realize the 
importance of a relaxed wrist and imagine 
that they have succeeded in obtaining one 
when relaxation is far from complete. “I 
find my hands getting tired during the 
performance of Alabieff-Liszt’s Nightin- 
gale,” writes a correspondent, “although I 
keep my wrists perfectly relaxed’’ Ex- 
cuse me, Madam, but you deceive your- 
self in the matter. For your wrists are 
relaxed only ninety per cent. while the 
other ten per cent. of stiffness remains to 
brew all the trouble. 

Ask a player to relax the wrist of his 
right hand and then to hold the hand, 
while changing loosely from the wrist, a 
few inches above the piano keys. Then 
let him gradually lower the hand until the 
fingers sink into the keys. Ten to one, 
just as the fingers are about to touch the 
keys the hand will rise a little, showing 
imperfect wrist relaxation. 

I cannot urge too strongly the impor- 
tance of acquiring the ability to relax com- 
pletely any of the muscles called upon in 
playing. If every player, indeed, should 
spend two or three minutes of his daily 
practice time in merely allowing his hands 
to dangle limply from the wrists his com- 
mand of the keyboard would be immensely 
increased. 

Having secured such complete relaxa- 
tion, one may readily learn to hold in re- 
serve any desired degree of firmness. 
Thus, in allowing the hand to drop on 
to the table top, one may lessen the thud 
of the fingers at will by making the relaxa- 
tion only partial. 


Principle II 


HE EFFECTIVENESS of weight 
playing will depend (2) on the direc- 
tion in which the weight is released. 

This principle is well illustrated when 
one drives in a nail. A hit directly on its 
head is evidently worth several sidewise 
blows. So, if the arm weight descends 
straight down into the key, the maximum 
of force results. 

Suspend your hand an inch or two over 
the keys, so that it hangs down from the 
wrist as nearly perpendicular as possible. 


G. Hamitton 
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Now suddenly release the. arm weight, al- 
lowing the middle finger to descend into 
its key. So considerable is the force 
of the blow that one has to hold back a 
portion of the weight, lest he break either 
the string or his own finger! Repeat the 
experiment several times, slanting the hand 
towards you more and more. With the 
same amount of relaxation the force of 
the blow gradually lessens, until, when the 
hand starts from the level or below it, 
the tone is decidedly softer than at first. 

From this demonstration we may con- 
clude that, in using the weight touch, a 
more powerful tone is obtainable when the 
wrist is held high than when it is held 
low. No doubt, much of the brilliancy of 
Liszt’s playing was due to the proverbial 
high position of his wrist. 

In tone production, moreover, we must 
take into account not only the forward-and- 
back movements of. the hand and arm but 
also their sidewise motions. 

Holding the wrist high, as in the fore- 
going illustration, press down a key with 
the third finger, keeping the weight cen- 
tered upon it just as though you were 
standing on one foot. The result is that 
the center of gravity of the hand and arm 
is focused directly upon the key. 

Now sound the next key with the fourth 
finger, transferring the center of gravity 
to it by moving the hand slightly sidewise 
to the right. Next sound a key with the 
second finger simultaneously throwing the 
hand over it to the left. When the arm 
weight is transferred from one key to an- 
other in this manner the maximum of 
weight rests upon each in turn. Any undue 
sidewise motion of the hand then upsets the 
center of gravity and weakens the pressure 
—just as, when you are standing on one 
foot, a sidewise bend in either direction 
makes you topple over. 

This focusing of the weight upon indi- 
vidual keys is the real end and aim of the 
so-called “forearm rotation” which makes 
it possible, by twisting the forearm to the 


Rotation to right 


right or left, to concentrate the weight 
upon whatever key is to be sounded. 


| 
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! Fig. 4 
Rotation to left 
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‘he Cardinal Principles of Weight Playing 


From what has been said above, the force 
derived from rotation is increased by a 
high wrist. 


Principle IV 


ERE WE are brought into contact 

with another Cardinal Principle, sug- 
gested by the addition made to Mr. Camp- 
bell’s definition, namely: Weight in play- 
ing may supplement or codperate with 
active muscular effort. 

For instance: In the rotation movements 
described above, the mere throw of the 
hand from side to side by the forearm is 
sufficient to produce a considerable amount 
of force. If to this force, however, the par- 
tial or entire weight of the arm be added, 
there will be a corresponding augmentation 
of the force, and the loudness of the tone 
will increase in proportion. Other such 
instances will be noted later on. 


Principle V 
W.* HAVE seen that weight has very 
little part in the pure finger touch. 
With the hand touch, however, it is of 
greater consequence, so that we may say: 
In the hand touch, the weight of the hand 
and arm are wnportant factors. 

By the hand touch we mean that the keys 
are sounded by throwing the hand into 
them, individual tones being produced by 
the impact of the proper fingers. In this 
touch the hand is kept perfectly free at 
the wrist so that the throw is accomplished 
by a quick upward jerk of the forearm, 
just as one shakes water off of the ends 
of one’s fingers. 

To the force of this throw is evidently 
added the weight of the hand itself, which 
is by no means negligible. In this case, 
however, the weight of the forearm acts 
merely as a regulator. For when the 
downward motion of the hand is abruptly 
stopped by contact with the keys, the wrist 
has a decided tendency to spring up into 
the air, just as one end of a see-saw tends 
to jump up when the other end hits the 
ground. Here the weight of the forearm 
comes in to moderate or even practically 
eliminate this upward spring. Otherwise 
a running passage played by the hand 
touch is accompanied by a continual jerky 
movement of the wrist. 

Sometimes, however, as in the playing of 
individual chords, this upward jerk may 
produce special emphasis, if the weight of 
the arm is thrown simultaneously over 
and upon the keys. As an instance of such 
an effect, we may cite the first chord of 
Beethoven’s Sonata, Op. 13. 


Principle VI 

9 i HE ARM-WEIGHT touch, with loose 

wrist, ts well adapted to the produc- 
tion of sustained tone, in alternation wrth 
the hand touch. In the arm-weight touch, 
the wrist starts from a position either level 
with or a little above the arm and hand. 
By a sudden relaxation of the forearm or 
entire arm the wrist falls, so that the arm 
hangs on a finger or fingers as the tone 
is produced. 


Fig Up and down arm, 
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No great degree of force is thus normally 
generated; but the resulting tone is full, 
rich and well adapted to the sustained and 
legato style since there is a decided tend- 
ency for the finger to continue clinging-to 
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the key. Often this touch is employed to - 


start a phrase which is continued by the 
hand touch, with a gradually rising wrist, 
as in these instances: 


Principle VII 

| be THE full-arm touch the player ts 

given the maximum control over the 
finer gradations of tone, by the proper 
regulation of the arm weight. This touch 
employs the entire arm, with its members 
—upper arm, forearm, hand and fingers— 
linked firmly, but not stiffly, together, the 
whole raised solely by the shoulder muscle. 

With arm and hand in playing position, 
shrug up the shoulder as high as possible, 
thus raising the fingers two or three inches 
above the keys. Now suddenly relax, so 
that the fingers attack the keys with con- 
siderable force, producing a heavy tone. 

Let wus observe, however, that the 
shoulder muscle may be made to relax as 
little or as much as possible,~so that the 
strength of tone may be infinitely modi- 
fied at the will of the executant. Such 
modifications are made under the control 
of the powerful shoulder muscle, which, 
by accurately gauging the speed with 
which the key descends, may make the 
finest distinctions between the tonal shad- 
ings. Hence this touch is especially val- 
uable for the expression of melodies where 
such distinctions are of paramount im- 
portance. 


Principle VIII 


EIGHT playing of any kind wnplies 

previous support of the playing 
member or members, Our enthusiasm for 
the important factor of relaxation should 
not blind us to the fact that piano playing 
nevertheless demands almost continually 
active use of the muscles. Merely to re- 
tain the fingers on the keys, for instance, 
one must keep the forearm continually 
ifted by means of the large biceps muscle 
of the upper arm. We have seen, too, 
that, in the full-arm touch, the shoulder 
must be raised and the wrist must be firm 
before relaxation occurs. 

Also, the finger tendons are kept almost 
continually in action, the amount of finger 
curvature being strictly regulated. For a 
crisp, decisive touch, for instance, this 
curvature should be well pronounced, 
while, for a cantabile melody expressed 
by the full-arm touch, the fingers may be 


curved only slightly, so that they press 
rather than drive dowu the keys. 


Principle IX 
THe APPLICATION of weight 


should cease or be minimized as soon 
as the desired tone is produced, In the 
case of a staccato tone this direction 
would be hardly necessary, since an im- 
mediate removal of the weight is assumed. 
But, when a tone is to be sustained, any 
undue pressure exerted on the key is not 
only wasted but has a tendency as well to 
render the touch stiff and clumsy. 

In the ordinary playing position the 
shoulder and wrist muscles are kept re- 
laxed. The fingers, under control though 
not stiff, are in contact with the upper 
surface of the keys, and the forearm is 
constantly held horizontal by the muscle 
of the upper arm. When a note is played 
staccato this position is immediately re- 
sumed. But if the tone is to be sustained 
just enough pressure should be retained 
on the key to keep it firmly down. In 
the full-arm touch, for example, the in- 
stant the tone is heard the wrist should 
relax completely and the key should be 
held down without any undue pressure on 
the key-bed. 

To realize this condition, press the key 
down, momentarily stiffening the wrist in 
doing so, and immediately afterward raise 
and lower the-wrist freely as far as it 
will go in either direction, meanwhile 
keeping the key down securely. Thus the 
weight retained on the key is reduced to 
the minimum amount required for sustain- 
ing the tone. 

Weight playing is not by any means a 
modern invention, for consciously or un- 
consciously it was undoubtedly employed 
by even the earliest pianists. Certainly 
Liszt, Schumann, Chopin and their hosts 
of followers made continual and effective 
use of it. But it is only in recent times 
that its application under varying circum- 
stances has been studied systematically. In 
the nine Cardinal Principles enunciated 
herein an endeavor has been made to show 
how weight playing may be practically ap- 
plied to the different kinds of touch, and, 
more particularly, how its judicious use 
may save the player from much tiring and, 
often, conflicting muscular effort. 


SELF-TEST QUESTIONS ON . MR. 
HAMILTON’S ARTICLE 


1. How may the importance of shoulder 
play be illustrated? 

2. Define “relaxation consciousness.” 

3. How may active muscular effort be 
made to codperate with weight playing? 

4. What, probably, was the secret of 
Liszt's brilliant playing? 

5. How does arm weight figure in the 
hand touch? 


Leading Pupils to Practice 


By GEORGE BROWNSON 


WHEN A pupil says he dislikes a scale, 
arpeggio or technical study and will not 
practice it, the teacher’s first reaction is 
to exclaim, “You must!’—but she re- 
frains, knowing this only makes the pupil 
rebel inwardly, if not outwardly. No 
study is practiced well if it is practiced 
unwillingly. 

To combat this attitude the teacher 
should give the pupil a piece with an at- 
tractive title but one containing the re- 
quired technical problem. The child will 
try harder to play scales smoothly if the 
beauty of a piece is dependent upon its 
scale passages being rendered so. This 
is like giving a little fruit juice with 
medicine. 


When it becomes absolutely necessary 
for a pupil to play some particular study 
he dislikes, it may be presented along 
with an even more distasteful one. . The 
teacher then offers the child a choice be- 
tween the two (omitting any statement 
of “you must’). He will, of course, 
choose the one the teacher has planned 
for him and, consoled with the thought 
of having picked out the less unpleasant 
one, will practice with more enthusiasm. 

The pupil may be further encouraged 
by being allowed to make out a list of 
pieces he would like to learn. Then, 
when his studies have been well done for 
a certain length of time, he may be given 
one of these pieces, 


Scientific Legato Playing 


THE ETUD 


By ArtHuR BENDER 


I HAD an ordinary spring scales before 
me, the kind that has a round dial with a 
needle that registers up to twenty- 
four pounds and is much used in kitch- 
ens. Through curiosity, I struck its little 
flat platform with a strong down-arm 
touch just as I would if playing a 
heavy chord at the piano. The needle 
flew around the dial and registered at 
twenty-two pounds which would have been 
fff. I tried an up-arm staccato at ff and 
registered nineteen pounds. A down-hand 
stroke at ff brought fifteen pounds; and 
an up-hand elastic staccato fifteen pounds. 

My interest was more keenly aroused, 
however, when I sat down with my hand 
and fingers in correct playing position, 
just as though I were going to play the 
piano. My arm, at the wrist, supported 
about one-half of my relaxed hand. Of 
course the other half of the hand was sup- 
ported by the platform of the scales 
through the curved fingers. I strove for 
as absolute a relaxation in the hand as 
possible while keeping it in position. I 
found that the part of the hand weight 
carried by the scales was exactly eight 
ounces, a half pound. The hand felt easy 
and comfortable and I found if I trans- 
ferred the weight to only one finger, the 
same pleasant feeling of relaxation was 
experienced. 

If I pressed, thus making the needle 
register more than eight ounces, I could 
feel a tightening; if I took all the weight 
off the scales by sustaining all of the hand 
weight from the arm through the wrist, 
there was a tightening. This tightening is 
the worst enemy of legato and speed in 
legato. 

With my hand again in position, relaxed, 
with the scale registering eight ounces, 
I raised my second finger fairly high and 
struck. The scales registered four pounds, 
and I calculated mf. By playing the five 
finger exercise up and down, I found 
I could register with each stroke about 
four pounds. Jf, between strokes, the 


needle went back to zero instead of eight © 


ounces, I knew I had broken my legato. 
I tried with greater, speed and soon was 


able to make the needle go to four pounds © 
at each stroke and come back no further — 


than eight ounces between strokes. In this 
I realized I had the perfect technic of 
legato in scale and arpeggio playing. 

If the hand was not perfectly relaxed 


at the wrist, with one half of its dead — 


weight carried by the arm and the other 
half by the finger-tip that had played and 
was resting upon the platform, then the 
needle would spring back to zero thus 
showing a break in the legato. There 
would also be a tightening that would 


soon cripple both speed and clearness of — 


execution. When the hand was perfectly 
relaxed, its outer weight of eight ounces 


was carried from the finger-tip that had — 


just struck to the next finger to strike, 


and thus was continuously transferred to — 


the platform of the scales. 
Trying the experiment at the piano, I 
transferred the outer weight of the relaxed 


hand from the finger that had played and — 


was resting upon the depressed key to the 
next finger to strike and rest. The result 
was not only satisfactory; it was ideal! 
It gave almost tireless agility in scale and 
arpeggio passages in legato. 


Returning to the scales in the kitchen, d 


I found in playing the five-finger exercise 
rapidly that I must not raise my fingers 
high in preparation, else the needle would 


go back to zero between touches, thus — 


showng a break in the legato, or non- 
legato playing. In faster legato, then, we 
have a scientific demonstration why the 
fingers must be held very close to the 
keys in attacking. 

I also found a finger elastic staccato 
touch registered about nine pounds at f. 
The mild finger staccato brought five 
pounds. The light finger staccato three 
pounds. A heavy stroke from the raised 
finger followed with arm pressure from 
the triceps brought eight pounds, 


Special Lessons 
By Grapys M. STEIN 


Maxine each lesson different from the 
others is one way of keeping the pupil in- 
terested in his work. Sometimes the order 
of the studies is changed and sometimes 
there is given what is called “special 
lessons.” _ The week preceding these 
lessons finds an announcement similar to 
the following pinned to the studio bulletin- 
board: 


FINGERING WEEK 


September 18 to 23 


During the week an accurate count is 
kept of all mistakes in fingering made by 
each pupil at his or her lesson. The pupil 
with the least mistakes is given a prize 
card as a reward. The children are proud 
to_receive the cards which are given to 
them at the studio recitals. 

One special lesson is given each month. 
When two “special weeks” of the same 
type are announced in consecutive months 
the improvement made in the second lesson 
is surprising. 

These special lessons range from finger- 
ing to rhythm, pedaling and correct notes. 


he Repertoire Game 


By ALFRED J. TULL 


A coop way to encourage the children 
to memorize is to play the “Repertoire 
Game.” Find a blank sheet in the study 
or note book and write a list of pieces 
studied, as well as current assignments. 

Next impress the pupil with the neces- 
sity of having a large repertoire to call 


“It is one of the ineradicable vices of musical criticism, to a great 
extent of all criticism, that it seems unable or unwilling to exalt one great 
artist save at the expense of another.”—Crcit Gray. 1 


upon at an instant’s notice, and place a 
gold star opposite every piece learned per- 
fectly from memory. Extra inducements 
may be offered for a great number of 
pieces learned, all tending to enlarge the 


repertoire and improve the musical mem- — 


ory. 


ee 


? HE FRENCH horn, with its rich 
and mellow tone and its great va- 
riety of tonal coloring, is a most 

desirable and necessary part of any sym- 

phonic orchestra or band. Most of our 
larger high school bands are now equipped 
with them. The directors of some of our 

_ smaller and younger bands would like to 

have them but are unfortunately inclined 

“to decide in fayor of the melophone (an 

‘inferior and almost worthless instrument) 

because of various problems in connection 

with the French horn. 

_ Perhaps as one becomes better acquainted 

with the French horn these problems will 

‘not seem so great. The National Com- 

tnittee has done high school bands a service 

by specifying French horns in the required 

instrumentation. If the school band di- 

rector has first-hand knowledge of the 

horn or has a capable teacher of it avail- 
able, his problem is largely solved. 


+. 


Picking the Right Boy 
N HIGH SCHOOL band work, as I 
have known it, the director has the 
problem of starting new players, either 
from the beginning or by transfer from 

- some other instrument. 

It used to be a working principle with 
_ me to put the boy who knew nothing at all 
- about music into the alto section. If a boy 
had played piano or violin he would be put 
into some other section, depending upon his 
musicianship, preferences and his physical 
| characteristics—shape of mouth, for in- 
stance. With the coming of the French 
horn all that is changed. A boy must be 
musical and should have had some musical 
experience, or his chances of development 

on this instrument are not great. 

Just as I used to steer a versatile indi- 
vidual away from the alto (or melophone) 

‘section into the woodwind section, now I 
-am glad to get the most promising indi- 
vidual into the horn section. 

In choosing a prospective horn player, 
take one, if possible, who plays piano or 

violin or who sings. In connection with 
the piano it is often possible to pick out 
“the individual who likes harmony, because 
he is constantly playing chords. He will 
be an excellent subject. If he is particu- 
larly fond of melody, even though there 
are many horn solos scattered here and 
‘there, he will probably not be satisfied un- 
less he is playing a more pronounced 
melodic instrument. 
The matter of age does not seem to enter 
into the situation any more than it would 
with any other instrument. Among some 
that I started on French horn this summer 
is a boy of ten in the sixth grade. He 
is normal in size, a bright youngster who 
is musical and who has had two years on 
the piano. His only fault is one common 
to all boys of his age. He is not able to 
concentrate as long as the older boys; 
hence he will lose his place through fatigue 
and do a Little “looking around the room” 

before he tries to find the place and begin 
_ playing again. However, in spite of this, 
he promises to make an excellent player. 

Ever since engaging in high school band 
work I have advised parents to start their 
children on the piano or violin as a pre- 
paratory instrument. Consequently, many 
boys who apply for positions in the band 
have already acquired some good founda- 
tional training through study of the piano. 


c38 Throat Trouble 

i. a WHO is subject to tonsillitis 

- will always have an irritated throat if 

_he plays clarinet; this is not the case if 
> plays the horn. My personal experience 
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PART: I 


is that playing the French horn is less 
irritating to the throat than playing a 
bass horn, 


Teeth and Lips 


AV Vidoes KIND of teeth and lips should 
the prospective horn player have? 
Here I think you will get a surprise and, I 
hope, some encouragement. All bandmen 
and teachers are familiar with the general 
mouth, teeth and lip conditions which 
prompts one to advise one instrument rather 
than another—thick lips to the larger 
cupped instruments, thin lips to the smaller 
cupped instrument or woodwind, uneven 
teeth to the larger cupped instrument or 
woodwind, projecting upper teeth to the 
tuba or woodwind. I, myself, have a rather 
extreme case of projecting upper teeth and 
could have played a tuba, baritone or trom- 
bone but not a cornet. Imagine my sur- 
prise to learn that the projecting teeth did 
not interfere with my playing the French 
horn! Neither do thick lips interfere. 


The Embouchure 


HERE IS, of course, a considerable 

difference of opinion as to the exact 
place for the mouthpiece to be placed on the 
lips. If you are using a former cornet player 
in the horn section it is advisable to let 
him use the same embouchure that he did 
on the cornet, that is, if he expects to re- 
turn to the cornet sooner or later. But if 
you are starting a boy on his career as a 
horn player it is best to have him begin 
with the best French horn embouchure. 

A French horn instruction book which I 
have at hand says, “The mouthpiece is 
placed on the lips as nearly as possible in 
the center of the mouth, about two-thirds 
of the mouthpiece on the upper and one- 
third on the under lip.” This, of course, 
does not seem to be any different from the 
general directions for locating the embou- 
chure of any of the cup mouthpieces. How- 
ever, it is a fact that nearly all professional 
French horn players place the lower edge 
of the mouthpiece 
on the middle of 
the red part of the 
lower lip. In fact, 
nearly every “old 
ime ro has. a 
mouthpiece with a 
thin, almost sharp, 
edge which rests 
in a_ practically 
permanent depres- 
sion on the lower 
lip. At least, the 
thin edge of the 
mouthpiece makes 
it possible for the 


THE BIG “BULL” FIDDLE 


horn player to place his mouthpiece with 
a nicety where it should go. This being 
the case, it is easy to see that considerably 
more than two-thirds of the mouthpiece, 
particularly in the case of projecting teeth, 
will be resting on the upper lip. In any 
case the upper teeth do the business, which 
makes it possible and practical for a boy 
who has projecting upper teeth to play 
the horn successfully. 

I understand that Eric Hauser, one of 
the foremost horn players in New York, 
has a slightly protruding lower jaw which 
accounts for the fact that he beds his 
mouthpiece in his lower lip. 


Shape of the Mouthpiece 
VAN TO THE shape of the mouthpiece, 


it is necessary to be rather general. 
The more recent and better type of mouth- 
piece is cup-shaped. A deep mouthpiece 
secures better tone quality. A shallow one 
enables the player to reach the higher notes 
but at a sacrifice of quality in the lower 
notes. In general the first and third horn 
players in a band should use slightly 
smaller mouthpieces and the second and 
fourth slightly larger, although there is no 
rule for this. Eric Hauser in his ‘“Founda- 
tion to French Horn Playing” says: “The 
choice of a suitable mouthpiece is very im- 
portant, yet there is no infallible rule for 
selecting one. The old method was to give 
a mouthpiece with a narrow bore and nar- 
row rim to students with thin lips, and a 
mouthpiece with wide bore and a wide 
rim to those having thick lips. There was 
also a misplaced theory that a very small 
mouthpiece was conducive to efficiency in 
playing high notes with the least effort, 
while a large one was best suited for low 
notes. This theory is not true to fact. 
“There are horn players who use large 
mouthpieces and still have a very high 
range, and there are those who use small 
mouthpieces and have no difficulty in pro- 
ducing powerful low tones. The student 
must be guided in his selection by the 
process of elimination, disregarding those 
which he is certain 
do not fit his lips 
and which do not 
permit him to per- 
form with ease. 
Start with a me- 
dium-sized mouth- 
piece with a slight- 
ly rounded rim.” 
Just this fal!, on 
account of conflict 
in school program, 
I was forced to fill 
out the horn sec- 
tion in my orches- 
tra with a cornet 
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first I 


player from the band. At had 
him use a small bore melophone with 
his own cornet mouthpiece. Later I selected 
a Bach wide-rimmed French horn mouth- 
piece, the same size as that of the cornet 
mouthpiece. And now I have him doing 
double duty. Although I did this in an 
emergency, it is something I would advise 
one to avoid if passible. I do not yet know 
whether this boy will take up the F 
horn or continue with the cornet. He can- 
not do both successfully. In this case I 
did not change the position of the mouth- 
piece as I would if I were sure of his play- 
ing the horn permanently. 

In the eight different Bach mouthpieces 
for French horn, numbers ten and sixteen 
are wide-rimmed and would be useful in 
such a case as I have mentioned. In no 
ordinary case would I think it advisable to 
use a wide-rimmed one. It is not possible to 
specify the exact type of mouthpiece it 
would be best for the individual to use. 
The final test, after one has brought into 
play one’s best judgment, is to use the 
mouthpiece. Out of a selection of well- 
known mouthpieces, I picked one which 
seemed to be the best for my purpose—the 
right size, the right width of rim, the right 
depth—but after I had used it a few days 
my lip became sore, and I discovered that 
the inner edge was just a little sharper 
than I had realized. So I had to discard 
it for a similar mouthpiece with an edge 
not so sharp. 


Making the Tone 


INCE THERE are so many open tones 

on the French horn and since the same 
tone may be made in several different ways 
it is hard for the beginner, and often for 
the experienced player, to get the tone that 
is wanted. The player who has a good, 
natural embouchure and a good ear will 
“get by’ in most cases, but often in the most 
critical situations he will fail miserably. It 
takes something more than this to be a sure 
and certain player. Such as these are hold- 
ing the first chairs in the large concert or- 
ganizations. Other players below the first 
chair may have a more beautiful tone but 
the element of sureness is what the director 
must haye. This sureness should be de- 
veloped ov increased even in the individual 
who seems to be relatively dependable. For 
this I shal! emphasize the point already 
made—that a singer, violinist or piano 
player should be chosen as a prospective 
horn player. 

The singer is used to hearing his tone 
before he strikes it. This is what the horn 
player has to dc To a certain extent this 
is true of the violinist although he usually 
knows where to put his finger and his hear- 
ing corrects the pitch, should it be the 
least bit sharp or flat. The piano player 
is accustomed to a harmonic combination 
of sounds and therefore can place his pitch 
with relative accuracy. With this to start 
with, he should develop the ability to read 
intervals mentally. 

Many old horn players who are accus- 
tomed to transpose from almost any horn 
to the F or B flat horn use the sol-fah sys- 
tem which, when the key is known, enables 
one to strike any tone without harmonic 
assistance and get it correctly. The next 
best substitute to solfeggio is a conscious- 
ness of intervals developed through prac- 
tice of arpeggios in various keys. 

In addition to the above, the correct tone 
is secured with much more certainty if 
it is properly made by the lips before it is 
produced in the horn. The French horn 
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ScHOOL Music DEPARTMENT 


URING the past ten years there has 

been much progress made in the 

teaching of voice culture to classes 
of senior high school students. Progres- 
sive teachers in many cities throughout the 
country have abandoned the haphazard “hit 
or miss” methods for the adoption of care- 
fully planned courses. These involve the 
use of text material with required written 
examinations on the theory of the subject, 
for which, together with solo tests, grades 


are given and promotional credits are 
granted. In many instances where the 


classes are so organized, the status of 
voice culture has been raised from that 
of an elective to that of a required sub- 
ject. With these progressive teachers who 
have been doing this important pioneer 
work, the subject is no longer considered 
in the light of an experiment. It is pro- 
claimed to be not alone possible, but 
essentially practical and a delightful ex- 
perience. Therefore we venture definitely 
to state that specific voice training - for 
classes of from twenty to thirty students 
in each group is a present day reality and 
one of the most progressive contributions 
to the public music education plan for 
high school students in the country to-day. 


Conservation of the Post-Adolescent 
Voice 


METHODS for the protection of the 

child voice and the nurturing’ of the 
changing voice have been given much atten- 
tion for a rather satisfactory and happy 
conclusion. But, though these phases are, 
generally speaking, competently handled, 
methods for the cultivation of the post- 
adolescent voice have received little con- 
sideration from a technical standpoint. In- 
deed, previous to the past ten years, no 
effort was made to standardize or organize 
material of instruction that could be def- 
initely followed to any conclusion. 

True, voice classification has been 
attempted for the purpose of assigning 
parts in glee clubs and choral units, but 
this has been done on a. somewhat specula- 
tive basis with but temporary effect and 
results. In spite of these facts, for many 
years singing requirements in glee clubs 
and choral units have been exacted in 
the rendition of music difficult of range 
and too frequently beyond the physical 
capacity of still very young throats. It 
has been an experience of singing with 
instruments untrained in the technic of 
voice production. 

The senior high school student is suffi- 
ciently grown physically and mentally to 
grasp the importance of voice training and 
to comprehend the theories of voice cul- 
ture. He is also alert enough to realize 
the value of understanding the technic of 
the vocal function through which he can 
more safely sing the music required of 
him. 

A knowledge of correct breathing, of 
clear articulation, pure enunciation and 
faultless pronunciation are all first line 
defenses against vocal strain and injury. 
These points of vocal theory should be 
contained in the method for the post- 
adolescent voices. The students can learn 
of these requirements and at the same time 
become aware of the limitations of the 
human voice and thus build for sound 
judgment on matters of voice develop- 
ment. This will not only protect the 
voices in the glee club and choral singing, 
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he Values in Voice Culture 
(lasses for Senior High 
School Students 


By Freperick H. Haywoop 


but will so improve the relation of singer 
and singing that each student will enjoy 
a more nearly complete musical experience 
such as we feel certain is enjoyed by the 
student of the violin who plays in the 
high school orchestra. 


Benefits Not Restricted to Choral 
Singing 

A rags: BENEFITS of this study are 

not restricted to choral singing, for 
from the voice culture class soloists will 
come forth in large numbers and of such 
quality as to surprise the most skeptical 
of critics. This is inevitable. Just that. 
The writer is acquainted with a case in 
point in which some five or six high school 
students began to sing in solo church choir 
positions at the year of their graduation 
and as a direct result of the training in 
voice which they received in their high 
school classes. 


Solo Singing Ultimate Objective 


HE REAL purpose and ultimate ob- 

jective of the voice culture class 
should be to train students in solo singing. 
This can be done in such manner as to 
give the individual student of the class 
the advantages of specialized study avail- 
able in the private lesson. Independence 
of thought and action can thus be gained. 
In this plan are included correct reading, 
rhythm, intonation and _ interpretation, 
channels through which the student may 
learn to feel the moods of music in song 
form. He thus can learn to perform pro- 
ficiently as a soloist and, like the violinist 
of an orchestra, first play alone, gaining 
mastery of his instrument and himself in 
this way. 

To refer again to the glee club and 
choral units, obviously a group of singers 
technically trained will easily outsing in 
tone quality, interpretation and musical 
intelligence any group of individuals with- 
out this background. Incidental to the 
growth of musicianly singers is the much 


desired development of moral courage 
through solo singing. 
The frequency of solo performances 


before the class makes for courage in 
This is 
quite as important and desirable as physi- 
cal development and courage in physical 
contest. Certainly in the pursuit of hap- 
piness moral courage is as essential as 
physical courage. This can be attained in 
the voice culture classes, all of which 
brings us to another valuation too impor- 
tant to be discounted or overlooked. 

The boy or gitl who can, with poise, 
stand up before friends and entertain with 
a song, beautifully. rendered, is imme- 
diately in demand, for the ability to sing 
a song artistically and thereby contribute 
something of beauty to recreational hours 


is a sure indication of culture and indi- 
viduality and an invaluable social asset. 
How many miss the chance of improving 
themselves in the art of singing because 
of stubborn circumstances, financial and 
otherwise, and “die with their songs in 
their throats unsung.” 

The establishment of voice culture 
classes in the high schools throughout the 
country would greatly reduce the number 
of such tragedies. 


Health Benefits 


HE BENEFITS to health from this 

specific training are most important 
as they apply generally aside from the 
application to health for the singer in 
particular. The benefits to the singer are 
through correct breathing which means 
correct posture, a supple and sound body, 
body rhythm, poise and self-control. An 
interest in good health through singing is 
the biggest ‘‘ounce of prevention” obtain- 
able. And it is so very agreeably admin- 
istered! It is generally conceded that the 
physically fit are mentally fit and so better 
equipped to grasp the meaning of life’s 
prceblems. 

Aside from the required strength used 
in singing for the purpose of sustaining 
the voice, we make a subtle point of the 
fact that the tuning of the ear depends 
upon sound physical conditions. The hu- 
man ear is very slow to catch the delicate 
qualities of the vocal tone, and the train- 
ing of the ear is an exceedingly exacting 
study. It is a noticeable fact that the 
person who is free from physical repression 
and interference sings with a natural 
rhythmic appreciation and a mellow voice. 
He is supple and unrestrained and his ear 
is sympathetically keen. We say he is 
musical. This keenness of ear and musi- 
cal feeling is within the reach of all per- 
sons who can acquire physical freedom and 
elasticity of the body. Spontaneity, buoy- 
ancy, alertness, suppleness, elasticity, are 
all key words to the great force in sing- 
ing-freedom. 

Sensitive ears are essential to an appre- 
ciation of fine tone quality and also of 
the intricate scale of language-sounds 
that the singer must use to beautify the 
fundamental. tone and through which he 
must express himself in songs of joy, sor- 
row, ecstasy, desire, gratitude, love, praise 
and life. 

The tuning of the ear and the care 
given to the study of the pure vowel 
sounds required in singing makes an in- 
delible impression upon the ear and mind. 
By this training the student of singing be- 
comes a student of beautiful speech. It 
takes courage to speak more beautifully 
than the “other fellow’ for fear of being 
an affected high-brow. This courage in 
speech is the first essential to the upbuild- 
ing of a language pride. A people with 


a language pride will be realized only 
through the development in song and 
speech of finely attuned ears that are super- 
sensitive to the beauties of their mother 
tongue. The ideal will have with it the 
courage. A consciousness of all these — 
things can spring from the voice culture r 
classes for post-adolescent voices. That — 
is the great period of opportunity for 
moulding the young human to an appre- 
ciation of the beautiful in song and speech. 

y 


The Basis for a Sound Musical 
Education 


HE RELATION of the teacher to 

his class is quite different from the 
relation of the teacher toward the private 
student. To be successful he must organ- 
ize the lessons and proceed along pedagog- 
ical lines. Digression from this plan 
means destruction. His approach to the 
musical phases of the course must be com- 
prehensive and searching. He must be 
sure that the three subjects, voice culture, 
style in singing and song interpretation 
are given equal consideration. In mastering 
these the student will gain a . complete 
musical education together with a famil- 
larity of poetic literature from which all 
great songs spring into being. 

To be a singer means a great deal more ~ 
than being able to produce beautiful tones, 
and this perspective should be the corner- 
stone upon which to build methods of | 
voice culture for both individual and class 
instruction, 


Private Teachers to Profit 


VERY HIGH school student with a 
background of two years of voice — 
culture and training in the art of singing 
will be a most desirable student for the 
singing teacher of good repute and ability. 
One of the results of class instruction 
will be well-versed singers at the age of 
twenty years instead of beginners with 
throats already stiffened with interference 
from ill usage and overmuch forcing. The 
young singer will have gained much by 
this preparation for intensive study with 
a private teacher and will select with 
discrimination his instructor for this ad- 
vanced study as a solo singer. 

There will be a vastly increased number 
of students for the private teacher as a 
direct result of the high school voice 
culture classes. : 

Summing up, we find the values of voice 
culture classes to be as follows: 

1. The saving of time at a ratio of — 
twenty to one, making it possible to reach 
many more students than could be taught 
individually. 

2. The use of text material, examina- 
tion and pedagogical procedure convincing 
to the school principal; the granting of 
credits for the subject, an additional stim- 
ulus for recruiting students. 

3. The protection of the post-adolescent 
voice by training in the correct technical 
use of the instrument. 

4. The development of a superior tone 
for glee club and choral singing; elimina- 
tion of danger from incorrect singing. 

5. The training for body strength and — 
poise through correct breathing, the culti-— 
vation of an appreciation for pure singing 
diction, the stimulation of interest in beau- 
tiful speech, the training of an accurate — 


(Continued on page 313) 
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Vacation Lapses 


IT am at a loss to know what to do 
with a number of my beginners who 
start in October and stop in April, 
take a long vacation and then appear 
to have forgotten all that they have 
gained. Shall I have them review 
their old books and pieces or give 
them new ones of the same grade? 
It seems impossible to advance them. 
G. M. M. 


With a new start it is always better to 
begin with fresh materials which are de- 
cidedly more likely to arouse a _ pupil’s 
enthusiasm than a “warming over” of 
things already studied. Even if a pupil 
has apparently forgotten all that he has 
previously learned, his memory ought to 
revive under the inspiration of an attrac- 
tive new piece or study. Meanwhile you 
may review scales or finger exercises by 
presenting them in a new light. If the 
pupil has practiced scales in a certain com- 
pass, for instance, give them to him in an- 
other part of the piano or let him play 
them from the top downward instead of 
from the bottom upward. 

If he has a book that is not yet com- 
pleted, why not go on with it where he 
left off, jogging his memory of previous 
details? Or, if it seems best, start with a 
new .book of practically the same grade. 
But take care that you do not discourage 
him by giving the impression that you are 
“putting him back.” 


Fundamentals of Gechnic 


1. I would like information in re- 
gard to a pupil, a boy of sixteen, 
who has never had scales, good ex- 
ercises, polyphonic or classical music. 
He has had Concone and Burgmiiller 
with another teacher, and after five 
years of study finds Czerny’s studies 
difficult. What books and pieces 
would you recommend? 

2. What! pieces (popular, semi- 
classical) would you advise for a 
girl of ten who is between the sec- 
ond and third grades in her music? 

3. Do you consider a good sight- 
reader one who can read all the 
musie that appears in TH Erups, 
with the exception of a few very 
difficult selections ?—T. C. D. 


1. Spend the first few minutes of each 
lesson in drill upon the fundamentals of 
technic. For such purpose there are plenty 
of books filled with endless exercises. But 
personally I prefer to choose just the right 
materials for the pupil’s weekly needs and 
to write what I wish him to practice in 


a book of music manuscript which he 


brings to each lesson. 

If, for instance, he does not know the 
scales, write out one or two of them each 
week for him to learn. When several or 
all of them are fixed in his mind by this 
means, you may assign groups of them for 
special practice. One week, for instance, 
you may prescribe the sharp scales, to be 
practiced through one octave in parallel 
and contrary motion. Another week you 
may assign the flat scales to be played 
through two octaves in several rhythms, 
such as the following: 
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former, you may each week write down 
two or three, to be transposed into various 
keys such as the following: 


Arpeggios may begin with octave triads 
played in sequence through all keys, pro- 
gressing chromatically upwards as in this 


formula: 


Technical drill of this kind may be 
applied to velocity studies, such as Gur- 
litt’s Op. 141 (“School of Velocity for 
Beginners”), Kohler’s Op. 242 (“Little 
School of Velocity”), and Brauer’s Op. 
15 which are introductory to Czerny’s 
“School of Velocity,” Op. 299. 

There are also plenty of classics which 
you. may utilize, the polyphonic school 
represented by Bach’s “Little Preludes 
and Fugues” (Presser Collection No. 128), 
his “Fifteen Two-Part Inventions,” and 
the later classical school by Beethoven's 
Sonata Op. 49, No. 2 and Schumann’s 
“Album for the Young,’ Op. 68. 


2. Classics: Kuhlau, Sonatines, Op. 55, 
Nos. 12°93) 
Schubert: First three Waltzes, 
Op. 9 


Beethoven: Albwmleaf, Fiir Elise. 

Popular or semi-classic : 

Pacher: Austrian Song. 
Hitz: Pastorale, Op. 174. 
Poldini: Valse Sérénade in D. 

3. This depends on how they are per- 
formed. If the player reads them with 
considerable accuracy as to technic and 
interpretation, yes; if he merely drums 
them through, with nothing to show for 
it but “notes, notes, notes,” no. 


Playing in Public 


My teacher is going to present me 
in public soon. Would it be all right 
for me to play with my notes, since 
I get nervous and am afraid of for- 
getting, when I play in public with- 
out my music? Do you know of any- 
thing I could do to overcome this 
nervousness, as I would like very 
much to be able to play from mem- 
ory ?—A. M. C. 


It would be more comfortable both for 
you and your audience for you to use your 
notes rather than attempt to play without 
them under a severe nervous strain. But 
if you intend to play much in public, you 
should take means to get control of the 
situation. Try acting on the following 
plan: 

1. Choose a piece well within your 
ability, not something which taxes you to 
the utmost. 

2. Let this piece be one which you have 
studied and re-studied several times. An 
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artist seldom performs publicly anything 
which he has not played and played well 
for at least a year. 

3. Memorize each measure with the ut- 
most exactness so that you can recall 
mentally every item of notes and fingering. 

4. Before playing at a concert, be able 
to perform the whole composition on top 
of the keys, so that no sound is heard. This 
will show up any weak spot in your armor. 

5. Finally, in playing, keep firmly in 
mind that your wrist should be loose 
and your tempo unhurried. Controlling 
the muscles in this way, you may then de- 
vote your chief attention to making each 
phrase as beautiful and meaningful as pos- 
sible and to working up the whole com- 
position to a constant increase of interest. 
Fill your mind with such fruitful thoughts 
as the above and there will be no room 
left in it for self-consciousness. 


Does Not Like Piano Study 


One problem which I have not been 
able to solve is that of a boy pupil 
who is absolutely decided that he does 
not like to study music. However, 
he is taking lessons, and_ practices 
about six hours a week. The lessons 
are learned passably well. He is a 
‘boy of high standards and knows it 
is the right thing to do, but when he 
is questioned about the way a piece 
has been played his reply is, ‘Well, 
you know I don’t like music.” 

As far as I can find out, this at- 


titude is not on account of the 
teacher. His parents realize that 


later he will appreciate being made 
to “stick to it,” although now he is 
a problem to both parents and 
teacher because he is not doing it 
cheerfully. 

I have had other pupils go through 
the same experience but have always 
brought them out of it in a few 
weeks by means of a _ fascinating 
piece or an encouraging talk. But 
this boy has felt this way for the 
past four months. He has two 
brothers who are coming along nicely 
in music.—E. B 


To interest such a pupil you must arouse 
his enthusiasm for what he is to practice 
or give him some definite and desirable 
aim for which to work. 

As to the first method, try to find some- 
thing that he likes and give it to him if it 
is at all within his reach. Perhaps he has 
heard a piece over the radio or played at a 
concert, in which he expresses some inter- 
est. Even if it is too difficult for him or is 
a jazzy selection of which you do not 
wholly approve, don’t turn it down, since, 
if you can cultivate in him a real zest for 
but a single piece, you have broken down 
his defenses. 

It is sometimes surprising to. find what 
a pupil can do if only he be fired by a 
genuine spirit of accomplishment. I once 
took a small pupil of mine to a piano re- 
cital during which he was especially de- 
lighted by Poldini’s Marche mignonne and 
inquired if he could not take it for a les- 
son. Although the piece seemed absurdly 
difficult for him to attempt, I let him “peg 
away” at it with the result that he as- 
tonished me by learning to perform it quite 
creditably in a short time. 

Let your pupil have opportunities of 
hearing piano music well played as often 
as possible. Even if he “doesn’t like 
music,” he will soon begin to distinguish 
between pieces and realize that certain ones 
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are more agreeable than others. Finally 
he may sprout an ambition to play for 
himself a piece that especially appeals to 
his fancy. ‘ 

If piano recitals are not available, play 
to him standard pieces, pointing out some > 
of their attractive features. A few 
minutes spent in this way at the lesson 
will tend to make him discriminating and 
delighted in the discovery of unexpected 
beauties. 

Play to to him, also, a new piece be- 
fore he begins to practice on it, putting a 
lot of “pep” into your performance. Per- 
haps you may succeed in infecting him 
with the swing of the music to such a de- 
gree that he will attack it with vigor. 

Then, fora further incentive, let him pre- 
pare a piece for a definite occasion, per- 
haps a pupils’ recital. Again, get your 
pupils together occasionally and let them 
catch the spirit of good-natured rivalry 
in performing before each other. When 
this pupil sees that his practice is going 
to amount to something in the way of 
practical results, he may come to realize 
that the game is worth the candle. 


Fingering of Arpeggios 


1. Is there any way to tell 
whether the third or the fourth fin- 
ger should be used in chords as we 


find them in pieces, for instance, 
the chords D-F%-A-D or Bb-D-F-Bb 
in the left hand? Does the size 


ot the lower interval determine this? 

2. How are the minor arpeggios 
cf C, F and Bh fingered when the 
thumb is not used on black 
keys ?—B. 8. 


the 


As a general rule, it is best to use the 
fourth finger when the interval to be 
spanned is a third and the third finger 
when the interval is a fourth (I am speak- 
ing of the lower interval for the left 
hand and the upper interval for the right). 
In accordance with this rule, the fourth 
finger is used in measures 1 and 3 of the 
following example and the third in meas- 
ures 2 and 4: 


This rule may be freely disregarded, 
however, when it is plainly more sensible 
to reverse its provisions; thus, in the fol- 
lowing arpeggios, it is evidently easier to 
use the third in the right hand, although 
it spans the interval of a third, while the 
fourth finger is perfectly practicable for 
the left hand: 


I do not quite understand your second 
question but have based these last examples 
on the keys about which you ask. 
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Beethoven's “TyCoonlight” Sonata, Op. 27, No. 2 


By ALETHA M. Bonner 


lig Bee AND vari-colored are the 
pretty stories afloat with reference 

to the Moonlight Sonata. One 
that has especially persisted in forcing 
itself upon the music world is the “blind 
girl’ narrative. This by its pathetic ap- 
peal, has so touched the hearts of sym- 
pathetic hearers as to create ai atmosphere 
of sentiment about the composition that 
it is almost a sacrilege to dispel. Yet, in 
view of the fact that musical history fails 
to enter upon its pages the name or fate 
of this blind girl and the mother or 
brother who rushed “that moonlight 
night” into the street and besought the 
passing’ Maestro to enter and play for the 
afflicted one, a fearful doubt can but assail 
those who have given credence to the 
tale. They are forced to realize at last 
that they have cherished only a pretty 
fable. 

It is honestly admitted, however, by 
many lovers of the composition, that the 
name ‘Moonlight,’ so suggestive of ethe- 
real loveliness, seems a misnomer indeed 
for such a mournful and heavily-expressed 
musical theme as is Opus 27, No. 2. Well 
may a question arise bearing on relevancy 
of name to music since there is scant 
suggestion of a moonlit mood of cheer- 
fulness contained therein! A brief outline 
of the early life-story of the great com- 
poser of this masterpiece will aid mate- 
rially in a correct interpretation of the 
somber-toned message a la moonlight. 

It is a well-known fact in music history 
that Beethoven experienced the direst 
poverty during the early days of his 
artistic career. In passing through this 
period, called by one writer “the starvation 


ANY STUDENTS of music spend 
one, two or even three years trying 
to master “book” harmony and end 

by knowing little more than when they 
began. The reason for this may be that the 
text book is too difficult or that they work 
out the figured basses mechanically, as one 
would solve a puzzle, making no attempt to 
have a mental concept of the actual sound 
of the written notes. and exercises. 

Keyboard harmony necessarily requires 
actual playing and listening to harmonic 
combinations. It can be made a part of 
regular instrumental training from the 
very beginning of piano study. A child 
usually finds little or no difficulty in ab- 
sorbing the principles of scale and chord 
formation, and the sooner he begins this 
work the better for his musical future. 

The pupil must not, however, be expected 
to know things intuitively. Even the sim- 
plest things, such as the formation of in- 
tervals, require thorough explanation. 
Nothing must be taken for granted. The 
pupil must be shown how to form a triad 
by taking 1, 3 and 5 of the scale, a seventh 
chord by adding another third above the 
triad, and the chord of the ninth by adding 
still another third, as: 


epoch,” the young composer fell desper- 
ately in love with Julietta Guicciardi, a 
beautiful young heiress of eighteen, so 
far above him in point of social standing 
that Beethoven considered his passion a 
hopeless one. Nevertheless it burned at 
vivid flame for a number of years, finding 
outlet only in emotional musical expres- 
sions which at times were overburdened 
with sadness. 


The Inspiration for the Moonlight 
Sonata 

(Ove JULY evening, in the year 1802, 

the composer left his boarding house 
in Vienna for one of his long tramps—a 
form of recreation greatly favored by 
him. Being a rapid walker he soon found 
himself out of the city limits but con- 
tinued his way, even as night settled down, 
along a familiar country road. As he 
trudged along, thoughts of the Countess 
filled his mind. He sought to throw off 
such cogitation, pleasing as it was, by 
centralizing his attention on the soft 
voice of Nature which whispered allur- 
ingly to him in the good-night song of 
birds, the gentle rustling of leaves and 
the peaceful intonings of night insects. 
Suddenly he stopped: sounds of music 
other than of Nature’s orchestra were 
heard by ears not as yet impaired by deaf- 
ness. Guided by the strains he soon came 
within sight of a brilliantly-lighted sub- 
urban villa in which, apparently, a social 
gathering was in progress. Hearing the 
music at closer range, Beethoven now 
recognized one of his own compositions 
and drew near the house attracted by the 
sounds from within. As he stepped from 


the shadow of the trees which lined the 
walk-way up to the door, he stood ex- 
posed in moonlight which flooded down 
upon him with generous. brilliancy. The 
front door was by chance opened at this 
instant, and, though the composer sought 
quick retreat, it was too late, for keen 
eyes from within recognized the young 
artist, and a laughing company of guests, 
the beloved Julietta among them, rushed 
out and surrounded him before escape 
could be effected. 

“Herr Beethoven, come and play for 
us,” was the general pleading. “Ah no, 
give no excuse,” they added, as the com- 
poser glanced down at his shabby clothes 
which were pitifully threadbare and 
joining hands, they encircled him and 
gaily drew him into the house. 

“Ach, insistent ones, with what shall 
I humor you? A Rondo that you may 
frisk about like animated puppets? <A 
Romance or a Fantasia?” questioned the 
master seating himself at the piano. 

“We desire not to frisk, Meister, yet 
play—” but before the speaker could com- 
plete his request, the soft voice of Juli- 
etta broke in, ‘““The moonlight, Ludwig, 
will you not improvise?” 

“Yes, yes,’ was the united chorus, “As- 
suredly the moonlight, for in its beams 
we found you!” 


Threading the Moon Beams 


S THE guests seated themselves, the 
master with grave eyes looked upon 
the gay group before him, and his mental 
conception of the moment, judging from 
the majestic gravity of his improvisation, 


First Steps in Keyboard Harmony 


By Cuarres KNETZGER 


The inversions of these chords will offer 
little difficulty if the constituent letter 
names of the respective chords are kept in 
mind and if the pupil is directed to drop 
the lower tone of the chord and play in- 
stead its octave above, or wice versd, as: 


Ex.2 

o E 4 gue 
After the pupil has learned the primary 

triads, tonic, sub-dominant and dominant, 

and also the secondary triads, supertonic, 

mediant and submediant, he may be shown 

how to substitute the latter for the former. 


In harmonizing any tone of a melody there 
is a choice of three triads, as: 


Ex.3 


The bass note is either the root, third or 


PREPARATION 


Thousands of teachers and students seem to live a kind of “hand to mouth” 


existence. 
The business man who makes his plans only for to-day, and is ignorant as to 
what course he will be taking months and even years hence, is never a construc- 


The same policy in any other calling would point to certain failure. 


fifth below the given tone. The sub-me- 
diant which has two tones in common with 
the tonic triad and also two with the sub- 
dominant triad, can easily be substituted 
for these. 


VI I 

The mediant has two tones in common 

with the tonic triad, and also two with 
the dominant. 


EV VE 
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The supertonic triad is often used as a 

substitute for the sub-dominant, and the 
leading-tone triad for the dominant. 


Practicing keyboard modulation by 
means of the dominant seventh chords in 
both major and minor keys affords excel- 
lent practice for the student. He may pro- 
ceed as follows: 


AND SUCCESS 


tive, progressive worker. 


‘ 
was the reverse of what might have been 


expected with such cheerful surroundings. 
The musical sentences of the first move- 


ment were pronounced in the mournful — 


key of C-sharp minor and expressed 
greatest sadness, thus implying that the 


thought uppermost in his mind was the — 


bitter contrast between his own care- 
ladened, struggling existence and that of 
the children of fortune who lounged at 
ease about him. The second movement 
was in a lighter vein, apparently an at- 
tempt to banish his depressing compari- 
sons; such bravery was brief, however, for 
the succeeding musical theme bespoke a 


mood as darkly despondent as the first, 


The third and last canto was filled 
with protestings of a passionate nature 
interspersed with bursts of defiance 
against the forces of fate which so 
firmly held him in grasp, and it was 
at the end of one of these fiery revolts 
that, overcome, as it were, by the tragedy 
of these comparisons and his hopeless 
love, he rushed from the room, before a 
word could be uttered or a movement 
made to detain him and vanished into 
the night. 

Several weeks later there was added 
to the Beethoven collection a composition 
entitled, “Sonata, quasi una _ fantasia,” 
Opus 27, No. 2, dedicated to “Countessa 
Julietta Guicciardi.” The — significant 
name “Moonlight,’? was later fastened 
upon it by certain of Beethoven’s friends 
who were present at the villa on the 
night of the master’s improvisings and 
who recognized in this new Sonata the 


same poignant message as was voiced at 


that gay gathering. 
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This exercise is continued through all the 
keys. In minor it appears as: 


The root of the final chord in the first 
modulation becomes the seventh of the next 
dominant chord. The bass progresses to 
the next step above (or to the seventh be- 
low). \ 

The student who works out the exercise 
from C through all the keys until he again 
arrives at C, having at the same time a 
clear understanding of each chord and its 
progression, will have at his command a 
knowledge of modulation which will serve 
him well in any emergency. ’ 


Teachers should be planning next year’s season now. 


Make it the best year ever: fresh ideas, fresh music, fresh business methods, 


fresh energy, fresh success! 


Nothing brings success like a cheerful, optimistic 


“looking ahead” and then translating this into action. 
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ANTON RUBINSTEIN 


RUBINSTEIN was born in Wechwotynetz, 
Volhynia, in 1830, and died in Peterhof 
in 1894. His mother, a gifted musical 
amateur} gave Anton his first musical in- 
struction. Later, in Moscow, the boy was 
placed under Villoing, a teacher who is 
remembered today solely by virtue of his 
having instructed the Rubinstein brothers. 

In 1840 he had the opportunity of play- 
ing, in Paris, before the high priests of 
pianodom, Liszt and Chopin. At the sug- 
gestion of the former, Rubinstein and his 
brother were sent to Berlin in 1844 to 
study composition with Siegfried Dehn. 
Soon Rubinstein undertook, with Heindl, 
a flautist, a concert tour of Hungary. In 
1848 he returned to his own country, where 
he remained for several years and pro- 
duced some of his operas. 

In 1854 he set out on a tour of Germany, 
France, and England, his especial object 
being to introduce his own compositions 
widely. Everywhere his powers as a pi- 
anist were marveled at, and he was reck- 
oned next to Liszt himself? As a com- 
poser, too, his fame rose rapidly. In 1858 
he was appointed Court pianist; the next 
year he was chosen head of the Russian 
Musical Society; and in 1862 he was in- 
strumental in founding the Imperial Con- 
servatory in St. Petersburg (Leningrad). 
During 1867-70 Rubinstein toured exten- 
sively, and during 1872-73 he made his 
memorable and triumphal visit to America. 

Rubinstein’s beautiful songs and piano 
pieces are performed and loved every- 
where, 


FRITZ KREISLER 


KREISLER was born in Vienna on Febru- 
ary 2, 1875. Even as a very young lad his 
talent for music was so manifest that his 
father lost no chance to encourage him, 
giving little Fritz instruction himself and 
later, when the boy was only seven, enter- 
ing him at the Conservatory, where his 
teachers were Hellmesberger and Auber. 
After careful studies here, he then matric- 
ulated at the Paris Conservatoire, having 
as his instructors Massart and Leo Delibes. 
A brilliant student he proved himself, win- 
ning prizes and (better) the admiration of 
his masters. In 1889 he toured with 
Rosenthal, renowned pianist, throughout 
the United States; then, in the immedi- 
ately succeeding years, music was aban- 
doned for a time in favor of medicine, art, 
military service, and diversified pursuits. 
During the interim his genius slumbered, 
only waiting for an opportunity to be 
given expression again. At his first re- 
appearance in 1899 in Berlin, his technic 
and interpretation had grown so mature and 
wonderful that his audience went into 
paroxysms of delight. Two years later, 
Kreisler made a second tour of the United 
States; then followed a tour of England. 
Nearly all civilized countries have now 
had the joy of hearing Kreisler play, and 
avidly indeed have they drunk in the 
beauty of tone and mood which have made 
him one of the greatest violinists of all 
time. 

’Kreisler’s own compositions and his ar- 
rangements are attractive and musicianly, 
proving widely popular. 


JENNY LIND 


Jenny Lrnp was born in Stockholm, 
Sweden, in 1820, and died at Malvern, 
England, in 1887. A pupil of Berg and 
Lindblad in her own country, she eventu- 
ally received valuable instruction from the 
great Manuel Garcia in Paris. Previous 
to studying with Garcia she had sung in 
opera in Sweden with exceptional success, 
and had been the recipient of several 
notable honors. Following her studies in 
France, she spent several months in Dres- 
den studying German. Later, through the 
intercession of the famous composer, 
Meyerbeer, who had heard her sing in 
Paris, she was given the principal réle in 
his opera, “Feldlager in Schlesien,” in Ber- 
lin. From this time on, her appearances 
were greeted with the wildest enthusiasm. 

In London, where she sang first in 1847, 
she enraptured her audiences, which at 
once bestowed upon her the nickname, “The 
Swedish Nightingale,” by which she was 
ever afterwards known. During the years 
1850-52 she made a tour of the United 
States, the inimitable showman, P. T. 
Barnum, serving as her manager and reap- 
ing thereby publicity which must have 
warmed nicely the cockles of his heart. 
Mlle. Lind gave a large part of the earn- 
ings from this trip to charitable causes in 
Sweden. Throughout her life her gen- 
erosity, coupled with a supreme nobility 
of spirit, were renowned. Her voice was 
limpid and lovely, a reflex of her splendid 
womanhood. It was at its best in colora- 
tura work. 


DR. WILLIAM MASON 


Mason was born in Boston, Massachu- 
setts, in 1829, and died in New York City 
in 1908. His father, Lowell Mason, had 
been one of America’s first great teachers 
and a composer of excellent church music, 
and from him William inherited a love 
and talent for “the gentle art of harmo- 
nious sounds.” After preliminary training 
in his own country, Mason was sent to 
Germany to study with such masters as 
Moscheles, Hauptmann, Richter, Drey- 
schock and Liszt—what a galaxy of names 
is this! From these men, by applying him- 
self assiduously to his studies, he learned 
a great deal. His subsequent appearances 
in Germany and England, as a concert 
pianist, were very successful, and return- 
ing to the United States in 1854 he con- 
certized in many large cities. He took up 
his. residence in New York. City, where 
he devoted much of his time to teaching, 
rapidly gaining immense renown as a 
master-teacher who was capable of pro- 
ducing results. His system of instruction 
he summed up in his chief pedagogical 
work, “Touch and Technic.” 

Among his compositions his writings 
for piano are preéminent. Of these, some 
of the best liked are Danse Rustique, 
Prelude in F, Silver Spring, Spring 
Dawn and Toccatina. 

Mason’s delightful volume, “Memories 
of a Musical Life,’ was published in 1901, 
and is one of the best written and most 
fascinating books of reminiscences ever 
produced by an American musician. 


JOHANNES BRAHMS 


BRAHMS was born in Hamburg on 
May 7, 1833, and died in Vienna on April 
3, 1897. After thorough musical studies, 
mainly under Eduard Marxsen, he made 
his début as a pianist in his own city when 
only fourteen. At twenty he toured with 
the great violinist, Remenyi. Through the 
influence of Joachim, Brahms was brought 
to the attention of Robert Schumann, who 
wrote forthwith his famous article, ‘New 
Paths,” in which he proclaimed Brahms as 
the great composer. of the coming gener- 
ation. 

During 1863-64 Brahms was conductor 
of the Vienna Singakademie. From 1871 
to 1874 he was conductor of the orches- 
tral concerts of the famous Gesellschaft 
der Musikfreunde. 

When Breslau University awarded him 
the degree of Doctor of Music, the master 
showed his appreciation by writing the 
splendid “Academic” Overture. There- 
after, till the time of his death, Brahms 
was showered with honors from all sides. 

Among his most notable works are the 
choral composition, “Ein Deutsches Re- 
quiem”; the symphonies in C minor, D, 
F and E minor; the waltzes, intermezzi 
and hungarian dances for piano; and the 
large number of wonderfully beautiful solo 
songs and part songs. 

Brahms’ best melodies are generally dia- 
tonic, his rhythms are frequently very com- 
plex. The intense beauty of Brahms’ 
music is becoming more and more to be 
understood; and he is certainly to be placed 
high in the ranks of the masters of music. 


FRANZ SCHREKER 


Scureker, With Richard Strauss the fore- 
most Teutonic opera composer of the present 
day, was born in Monaco in 1878. Monaco, 
you will remember, is the capital of the 
principality of that. mame and is located 
on the extreme southeast coast of France, 
very near to Switzerland. Schreker’s chief 
instructor in music was Robert Fuchs, 
with whom he studied in Vienna, In 1911 
Schreker became conductor of the Philhar- 
monic Choral Society and teacher of 
theory at the Royal and Imperial Acad- 
emy. In 1920 he was chosen as head of 
the Academy of Music in Berlin. 

In his writing Schreker is thoroughly 
modern, and yet not ultra-modern; for he 
does not hesitate to write melodies, and 
generally “works out” his themes in a 
logical fashion, 

As even.a partial list of his works would 
occupy considerable space, we must con- 
tent ourselves with mentioning only the 
following operas: “Der ferne Klang 
(The Far-away Tone) ;” “Irrelohe;” “Das 
Spielwerk und die Prinzessin (The Prin- 
cess and the Music Box) ;” “Det Schatz- 
graber (The Treasure Hunter) ;” and 
“Die Gezeichneten (The Branded).” 

Paul Bekker, German critic, whose book 
on Beethoven recently caused such a sensa- 
tion has written in German a fascinating 
volume concerning Schreker’s operas. 

Psychological ideas, found in the sys- 
tems of such psychologists as Dr. Sig- 
mund Freud, form the basis of Schreker’s 
opera librettos, 
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SONATA PER IL CEMBALO 
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ANTONIO SACCHINI 


1734-1786 


near Naples and died in Paris in 1786. Although the greater part of his musical ac- 


ANTONIO SACCHINI was born in 1734 at Pozzuoli, 


often bringing 


he wrote some Oratorios and Chamber Music. He always preserved an elevated and lofty style, 


Mozart to mind; as the Sonata which we here publish clearly demonstrates, although written long before a Mozartian style could ever have 


tivities were devoted to opera, 
existed. 


A rare Classica] Revival] made especially for The Etude by the American Italian Master G. Francesco Malipiero. 
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“March of the Archers, by Montague 


Ewing. 
‘The introduction imitates excellently a flourish 
of trumpets, and conjures up in our mind an 
elish forest scene in the days of Robin Hood, 
‘with archers stalwart, clad in brown or Lincoln 
‘een. Non legato, the direction for the intro- 
uction, expresses the medium between legato 
and staccato. For the intelligent student it 
ould have been enough to have said something 
‘Tike quasi tromba; that is, in trumpet style. 
In all of Mr. Ewing’s pieces the correct 
: ecution of the dynamics is most necessary; for 
‘by these he creates inimitably the atmosphere he 
is seeking. hen we say “dynamics,” we refer, 
of course, to the various types and degrees of 
accentuations, with all of which the pupil is 
expected to be familiar. 
- In the D minor section the composer occasion- 
‘ally lowers the seventh, or “leading,” tone of the 
_seale (C# lowered to C4) with good results. See 
"measures three and seven of this section. In 
the latter, the melodic minor is used. 

The last eight measures are the Coda, or 
— “tail-piece.”’ 


» On the Levee, by Maurice Arnold. 


The rhythmic material of this clever character- 
istic sketch is as follows: 


ag and d e ¢ 


3 
There is also added an occasional syncopation, 
which lends atmosphere. For an example of 
the latter, see measure three, right-hand part, 
last half of the measure. 
‘ The sforzando effects in On the Levee are 
indicated by sf and are to be strongly emphasized. 
_ The word sforzsando, as also the word forsando, 
Mf .means, with strong or forced accentuation. 
: Here is the analysis chart of the piece: 
{ ; A: 16 measures in D minor. 
e B: 8 measures, repeated, in [I (relative) 
ae major, followed by two measures modu- 
age lating back to 
4 A’: as above, followed by a Coda which 
employs the rhythmic material of the 
“ piece. 
_. In the F major section note the right-hand 
phrasing in measures one and_ two. Don’t 
f hurry the tempo of the piece. 


_ Tuscany Dance, by Paul Valdemar. 
q _ Tuscany is a province on the west-central 
coast of Teal Until the unification of Italy in 
the middle of the nineteenth century, it was a 
4 separate state and a very powerful one. ~ ~ 
4 This characteristic dance in triple time is 
_ spirited and pleasing, demanding strong regular 
rhythm, _ ae 
b. he first section is in G minor, the next, in 
the relative B-flat major. A mellow tone should 
be striven for in the latter, as contrasted with 
the slightly hard tone requisite in the former 
section, 
Im measures seven and eight, observe the con- 
trast in tone volumes. This law of contrast 
works relentlessly in all art. 
__ The care with which the composer has indicated 
the best fingering for this piece is commendable. 


Tripping Through the Meadows, by 
f Arthur L, Brown. 


Like Carpenter, Stoughton, and other well- 
known composers, Mr. Arthur L. Brown is a 
% highly successful business man to whom music 

is but an avocation. Again like the afore- 
Z mentioned gentlemen, he contrives to do excel- 
2, lently by this avocation and has given us some 
of the most entertaining piano music’ written by 
an American. His home is in Pittsburgh, Penn- 

sylvania. , 

Sunny meadows, and happy children grace- 
fully tripping through them—that is the scene 
_ which comes to mind as we play the present 
_ sketch. G major is a happy key—happy in a more 
matter of fact way than E major or B_ major. 
‘ Measure seventeen is to be played rubato—it 
represents, shall we say, the sudden appearance 
of a dainty butterfly after which the children go 
¢ chasing, unsuccessfully. 
ie, 


_ The E minor section, to be taken a little faster 
than the rest of the piece, is more in the 
mazurka style. 


a Dream Pictures, by Ora Hart Weddle. 
__ Mrs, Weddle’s Dream Pictures is a pretty mu- 
key of F throughout and re- 


The words 


« 


the verb arpeggiare is used. 
ure the arpeggio sign extends cver both staves; 
sound the notes successively from the lowest 
left hand note to the highest right hand note, 


and_ rapidly. 

3 ns Weddle is prominent among Oklahoma 
sicians, her home being in Shawnee. Her 

viano pieces are interesting and well put to- 

zether. 

‘In the measure next before the last the melody 

s are marked with a horizontal V, and must 

clearly distinguished from the neighboring 


this number with an easily swinging 
mh, 


EDUCATIONAL STUDY NOTES ON PUSIC 
IN HIS ETUDE 


By Epcar ALDEN BarrELL 


Not infrequently the range of the melody: lies 
well within the range of a soprano voice, tenor 
voice, or whatever the case may be. 

In measure eight the right hand B-natural is 
an effective passing note*on the beat. Mr. 
Elliott has used many such in Absence; try to 
locate as many as you can. 

Throughout, this number should be played in 
a smooth singing style, 


Sonata per il Cembalo, by Antonio 

Sacchini. 

Excellent biographical material concerning 
Sacchini, whose name is pronounced Sal-kee-nce, 
is to be found on the copy. The word ‘‘cembalo”’ 
is Italian for ‘“‘harpsichord.” The full title 
therefore means, ‘‘Sonata for the Harpsichord.” 
It is a real honor to have these valuable old 
Italian compositions in the Erupe Music 
MacazineE. Works of the highest excellence 
musically, they have never before appeared in 
print or otherwise in America, and it is to G. 
Francesco Malipiero—one of Italy’s leading 
masters of the present day—that we are indebted 
for this honor. Sig. Malipiero personally copied 
them from the old yellowed manuscripts, with 
his scrupulous care and supreme knowledge, and 
sent them to our magazine. 

From a glance at Sacchini’s dates, as printed 
on the copy, you will see that he was, roughly, 
a contemporary of Joseph Haydn. A comparison 
of the two men’s styles is interesting. 

The melodic materials of this sonata are: 

1) The skips E-flat to B-flat to G, in 
measure one. 

(2) The repeated notes in the left hand of 
measure three. 

(3) The sixteenth note run on beat one of 
measure four. 

(4) The right-hand melody in measure seven, 
beats three and four, 

These various elements are woven together 
to make a splendidly unified whole, and the 
rhythmic movement is vigorously alive. The 
key-relationships are simple—the main — shift 
being from Tonic (E-flat major) to Dominant 
(B-flat major) and back again. Remember that 
rubato effects were not countenanced at this time 
and must not be used in playing this sonata. 


Etude Lamentoso, by Felix Mendels- 
sohn, 


The musical editor has 
noted at the head of this 
remarkable etude that it is 
one of Mendelssohn's ‘‘post- 
humous works.’ That is to 
say, it was not published 
until after the composer’s 
death. Inasmuch as Men- 
delssohn’s music had a wide 
sale, even during his life- 
time, it is doubtless his 
fault, and not his publish- 
ers, that the publication of 
this composition was de- 
layed. 

It is a marvelous train- 
FrLt1x MENDELSSOHN ing ground for the expan- 

sion and contraction of 
the right hand, and for rapid thumb work. It 
would be the part of wisdom to learn the treble 
staff notes alone first, so that you can play them 
correctly at half speed. ‘Then, after the speed 
has been increased, add the bass notes. 

The effect of this etude, when correctly per- 
formed, is that of perpetual motion: the move- 
ment is relentless, and you must not delay it 
at any point. 

The melody starts in measure three—a_ lovely 
Mendelssohnian theme in B-flat minor, Divided 
between the hands, it is frequently hard to play 
smoothly. For the trill in measure ten, simply 
trill.as fast as possible, not trying—in this case— 
to get a certain number of notes into the trill. 

The B-flat major tonality at the end of the 
etude is glorious, the last twelve measures form- 
ing a brilliant coda. 

The melody must be 
throughout. 


phrased carefully 


Une Page d’Amour, by Alexander von 
Fielitz. 


Von Fielitz was born in Leipzig, Germany, 
in 1860. As an opera conductor, teacher and 
composer he has attained exceptional success. 
Much of his teaching has been at the Stern 
Conservatory in Berlin, of which, since the death 
of Gustav Hollaender, in 1915, he has been the 
head. He lived in Chicago from 1905 to 1908, 
where he taught and conducted. Von Fielitz’ 
songs and piano pieces are real contributions to 
musical literature. Of the former, the cycle 
known as “Schoen Gretlein’? is outstanding. 
In the present short sketch, notice the quiet 
left-hand part in the first half of the piece. Then, 
as the emotion becomes greater, the left-hand 
part breaks into arpeggios which serve splendidly 
to buoy up the melody (in octaves now) of the 
right-hand part. 

The bare motif of Une Page d’Amour is the 
notes C and D which we find in measure one, 
right hand. It is preceded by a three note run. 

The piece is in E-flat and starts on the dom- 
inani of the key. 


Spring Zephyrs, by Hans Protiwinsky. 

There is an easy swing and a grace to 
Viennese music which outsiders may try to copy 
but can never duplicate. Hans Protiwinsky, 
who lives in Vienna, writes music as indigenous 
as Kreisler’s: notice his fondness for thirds and 
sixths, extremely pleasant intervals. ~ 

The right hand starts on the “and” after the 
first count. The first section is in A_ major, 
sixteen measures long. Next comes an attractive 

(Continued on page 316) 
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ROBABLY no reader of these lines 

has not heard the remark, “When 

I listen to a singer I like to hear the 
words.” (Many a church singer obtains 
and retains a good church position because 
she enunciates distinctly, and the good old 
deacons who often supply the money for 
the music can tell whether the singer is 
singing “O for the Wings of a Dove” or 
“O for winks of a Duffer.” Phonetically 
speaking there is not such a great dif- 
ference, however much the sense may 
differ. ) 

Some singers enunciate distinctly almost 
naturally without giving the matter much 
thought, while others find it extremely 
difficult, either from some slight defect 
in the organs of speech or from a mental 
sluggishness that prevents them from giv- 
ing the matter due attention. Distinct 
enunciation is, after all, a matter of using 
the organs of speech correctly and with a 
certain deftness. This deftness must be 
acquired as a pianist acquires agility of 
finger action by eliminating all unneces- 
sary musical muscular action*and training 
the necessary muscles to function - ac- 
curately and swiftly. In the process of 
acquiring correct and distinct enunciation 
each consonant must be made with the 
muscles or organs intended for its forma- 
tion and no others. Many singers use the 
jaw entirely too much in pronouncing the 
linguals, whereas only the tongue is needed. 
This makes the action so stiff and cumber- 
some that the consonants lack distinctness 
and are not easily understood. 

Consonants are divided into groups ac- 
cording to the action that produces them 
and are then sub-divided into classes called 
vocal and unvocal. The difference be- 
tween the two should be carefully noted 
by the student and carefully practiced. 
The unvocal consonant has no sound of 
itself and simply explodes into the vowel 
sound which follows, while each vocal 
consonant has a sound which precedes the 
consonant explosion and which is necessary 
to its formation. The student should 
carefully note the difference as it appears 
in each group and practice carefully until 
it is perfectly mastered. 


Linguals 


HE CONSONANTS that are made 

by a stroke of the tongue are called 
linguals: 1, n, t, d, r. When these are 
spoken or sung with the vowel ah they 
result in Ja, na, ta, da, ra. If these conso- 
nants are correctly produced only the stroke 
of the tongue is necessary to make them 
perfectly. If the jaw is used at the same 
time the consonants are “thick” and lack 
the deftness necessary to their perfect 
production. This stroke of the tongue 
must be sharp and decisive like the snap- 
ping of the fingers. 
’ Tf the la, na, da be spoken or sung, the 
tongue goes to the roof of the mouth con- 
fining the sound being made in the back 
of the mouth and then exploding it, as it 
were, into the open vowel. It is the deft- 
ness and accuracy of this stroke. (with- 
out sluggishness) that makes the conso- 
nant distinct. Furthermore, it must be pro- 
duced without the stroke of the jaw. 

The tongue must, indeed, be entirely in- 
dependent of the jaw in its ‘movement: 
For many people this is not easy; A hand 
mirror may be used to watch the unruly 
jaw until the action becomes perfect and 
it is seen definitely that the tongue is act- 
ing with an independent movement and 
that the jaw “floats,” so to say, while the 
tongue moves swiftly and accurately. 


@he SINGER’S ETUDE 
Edited for April 


‘By EMINENT SPECIALISTS 


IT IS THE AMBITION OF THE ETUDE TO MAKE THIS VOICE DEPARTMENT 
““A VOCALIST’S MAGAZINE, COMPLETE IN ITSELF.” 


Enunciation 


By Pertey Dunn. ALpRICH 


Each of the consonants, J, n, t, d and r, 
has a distinct individuality which must be 
carefully observed. Four of them are vo- 
cal consonants, although the d has very 
little sound. The ¢ has no sound at all 
and is therefore an unvocal consonant. 
Otherwise it is quite like the d. This is 
easily seen if one says or sings (which is 
much better) the words send and sent. 
The sound of the d or ¢ is absolutely 
necessary to the correct finish of the word. 


The Necessary Nasal 


HE NV is one of. the few nasal sounds 

in the English language, and its nasal 
quality is absolutely necessary. To illus- 
trate this one has only to sing all the syl- 
lables nay, nah, nee, no, noo, with the 
fingers lightly touching the nose. It will 
be observed that, just before the tongue 
emits the consonant, the nose is vibrating 
with a nasal resonance which disappears 
instantly when the consonant is struck. 
If there is still a feeling of resonance in 
the nose when the m opens into suc- 
ceeding vowel it makes the voice nasal 
and should be eliminated at once. The 
d has a slight guttural vowel sound just 
previous to the tongue stroke. Otherwise 
it is exactly like ¢. The ¢ is the one un- 
vocal consonant of this group, as will 
easily be seen by singing, on one note, tah, 
tay, tee, to, too, and then dah, day, dee 
do, doo, 

The r stands by itself, in a sense, and 
is one of the most difficult of our con- 
sonants for it needs to be rolled a little 
at the tip of the tongue. For some stu- 
dents this is almost impossible and for 
occasional ones quite impossible. This 
is probably because of some unusual for- 
mation of the tongue or the ligament un- 
der the tongue which prevents the facile 
action that is necessary. 

To gain facility in making the r+ the 
following words may be found useful: 


train (TUR) rain frank (FUR) rank 
drain (DUR) rain vyroman (VER) roman 
pray (PUR) ray grave (GUR) rave 
bray (BUR) ray crave (CUR) rave 


To practice these words the syllable in 
capital letters should be dwelt upon slight- 
ly before. attacking the roll of the ry. Then 
the tongue should try to roll the r swiftly 
and lightly—especially lightly. This should 
be done, first speaking and then singing 
upon some note that lies easy for the 
yoice. If one word should be found easier 
than another it should be faithfully prac- 
ticed with both the speaking and singing 
voice until it is fairly well conquered. 
Others may then be taken up. 

Suppose, for example, that the word 
drain should be found the easiest. Others 
like drink, drove, dream, drive and drank 
could be added. After a little practice 
the student will learn that hurrying does 


not help. A little prolonging of the vowel 
helps at first, but the + must be attacked 
swiftly and deftly. 


Labials 


HOSE consonants that are produced 
by the lips are termed labials. They 
are m, p, b. 

By pronouncing these consonants with 
a vowel sound ma, pa, ba, one may observe 
that they are produced by the lips pressing 
together and then exploding with a slight 
movement of the lower jaw. The im- 
portant thing is the clean cut explosion of 
the lips for, if the movement of the lips 
is sluggish, the consonant will not be def- 
inite. It will also be observed that the m 
and b are vocal consonants requiring a 
sound before the consonant is struck. The 
p is unvocal and depends entirely on the 
explosion for its formation. 


Labio-Dentals 


Cas TWO consonants ‘that are pro- 

duced by the lower lip and the upper 
teeth are f and vw. 

These are produced by pressing the 
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lower lip against the upper teeth and then 
making the explosion. 

The wv is a vocal consonant and the f 
unvocal. This may easily be seen by pro- 
nouncing or singing the words veal and 
feel. The two words are, phonetically, 
exactly alike except for the difference in 
the initial consonant, 


Gutturals 


pee G AND K are made by tightly 

closing the throat and then exploding 
into the succeeding vowel sound. The g 
(ga) has a sound like the da or ba, but the 
explosion of the sound is done with the 
back of the tongue and throat and is, 
therefore, a vocal consonant. The & (ka) 
is unvocal. 


Sibilants 


HE FOLLOWING consonants are 
called sibilants: s, s, th, th (vocal), 
ch, 7, g (soft) and are made by blowing 
the breath through the teeth and then 
having it explode into| the vowel sound. 
The z,. th: i@vocal)isamand= = « (sone) 
are vocal consonants, while s, th (think) 
and ch are unvocal. Sometimes a lisp can 
be remedied by calling attention to the 
difference between s and th and practicing 
two words like sing and thing in 
succession, 

Hf is the only aspirant and is made by 
forcing the breath over the vocal cords 
in a sudden gust. The cords themselves 
form the explosion as the lips make the 
linguals. 


Nasal Consonants 


N ENGLISH three nasal consonant 

actions need careful attention n, # and 
ing. 

Just before the » and m are exploded 


(Continued on page 299) 


Voice Production 


By Epwin Hotianp 


O GET good production of tone and 
to’ get over breaks, the secret lies 
in a perfectly loose throat and jaw, 

tongue lissom and lying flat in the mouth 
and proper action of breath on the vocal 
cords. Ninety-nine out of every hundred 
pupils, in beginning to sing, contract the 
muscles of the throat thereby emitting a 
guttural or throaty tone; it is the vocal 
cords alone which are to be contracted. 

As to quality, the cavities of the mouth 
and nostrils give resonance and brightness, 
the cavities between the back of the tongue 
and the pharynx give fulness, and the lips 
and mouth give color to the sounds. The 
best vowel to commence exercises on is the 
broad ah as in father. Here the mouth 
and lower jaw must be perfectly loose, the 
tongue quite without tenseness and lying 
flat in the mouth. In fact, the lower teeth, 
tongue and lower lip should move as one 
piece. The mouth should not be held as 
in the act of smiling, for this tends to 
contract the throat muscles, and also, with 
beginners, places the larynx too high in the 
throat. 

Ten to fifteen minutes at a time is 
enough for practice. This may be done 
three or four times a day. The pupil 
should have no tired sensation in the throat 
after a lesson. Pupils often fatigue the 
voice to such a degree that, instead of ad- 


vancing themselves, they have to discon- 
tinue théir practice for two or three weeks 
until the vocal cords regain their normal 
condition. 

As to registers, the high soprano voice 
has no chest register, but other voices have 
three—chest, medium and head. Mezzo 
sopranos and altos have the greatest diffi- 
culty in passing the break. It is here at 
the middle E, F, or G that the pupil has 
to see that there is no contraction of the 
tube of the throat and no alteration of 
the position of the larynx. By earnest 
study in adopting a slight rounding of the — 
vowel on the note “E” to aw, and allowing 
the larynx to fall slightly instead of rising, 
the break will in time be united. In vowel 
practice a and e are difficult on account — 
of the usual tendency to place an e at the 
end of both. The same fault occurs in 
closing the jaw at the end of the word 
in such words as my and thy. The tongue 
should lie down flat for ah, i, 0, u, slightly 
raised for a, and more so for o. For o 
and oo, the lips should be protruded. After 
the student has discovered his good vowel — 
he may copy the same tone on the others. 
Then, after conquering the vowels, he may 
take a sentence of words and practice them i 
on every note of the scale, not taking the — 
extreme notes first, but keeping to thy 
middle of the voice. 


THE ETUDE 


_ You REMEMBER that Shakespeare’s Ham- 
let, in addressing the players previous to 
their performance before the king, di- 
rected them to “suit the action to the 
word.” This phrase is worth noting, and 
for singers it is especially useful when 
transformed to read thus: “Suit the facial 
action to the words of the text.” The 
countenance must be mobile, expressive, 
alive—and the moods and emotions of 
the words should picture themselves un- 
failingly and convincingly on the sing- 
er’s face. 

It is little less than absurd for a singer 
to try to project the meaning and spirit of 
a fine poem when his facial technic is 
inadequate or else entirely lacking. Put 

yourself in the position of the audience. 
How warmly would you respond to a 
singer who came out on the stage and 

sang Brahms’ Stdndchen—that charming 
and lilting serenade—with what could be 
described only as a “poker face?” Or 
how loudly would you applaud him, on 
‘the other hand, if he sang this song 
ooking like Napoleon after Waterloo, or 
like Hairbreadth Harry in the Sunday 
comics? Why, the delicate loveliness of 
the Staindchen vanishes mist-like as your 
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No Gime for Poker Faces 
By E. A. B. 


attention is helplessly riveted upon the 
singer's face! 

Secondly, it is an established fact that 
the facial play has a definite part in de- 
termining the timbre (quality of tone) 
which you employ for a given song or por- 
tion of a song. Leon Melchissedek, the 
great Parisian baritone, was well aware 
of this, and in technical articles for 
French periodicals he often made men- 
tion of it. WHiy such a thing is so, no 
one knows; but over and over again it 
has been proven to be true. Therefore, 
to get the particular timbre in your voice 
which shall convey the desired emotion, 
adapt your countenance accordingly. 

Incidentally, for remedying deficiencies 
and awkwardness in this matter, we would 
recommend the not very inspiring—but 
extremely effective—practice of confront- 
ing your mirror for about half an hour 
each day, and at that time making up 
every kind of face (and grimace) you 
can think of, descriptive of the complete 
emotional gamut. This will gradually put 
mobility into your countenance, with the 
result that your singing will grow 
steadily more colorful and varied and your 
audience more pleased to see you. 


Enunciation 
(Continued from page 298) 


_ the initial vowel sound of these vocal con- 
sonants is confined back of the tongue, 
and the vibration is felt in the nose. This 
is easily proven, for, by touching. the 
nose lightly with the fingers, the vibration 
can be felt as well as heard. When the 
explosion of the consonants occurs, this 
vibration must cease instantly and all the 
new vowel sound must be in the mouth. 
If some of the nasal quality is left the 
voice sounds nasal. This quality should 
be entirely eliminated from the voice as 
it is very disagreeable. 

_ Examples: 

_ Examples: nard, name, need, know, 
noon, mark, main, mead, mould, moon. 
The other nasal sound is the ending ing 
or ng. Here the vowel sound of the word 
is suddenly closed by the tongue, and a 
vibration is felt in the nose. This vibra- 
tion must be ended suddenly by a con- 

“sonant action almost like the hard g. If 
this is not done the word is left unfinished 
and will not be distinct. 

' Examples: sing, thing, fling, song, sung, 
singing, thinking, living. 


Double Consonants 


HEN TWO or three consonants 
‘ appear together in one syllable 
usually both must. receive their correct 
_ formation: : 


stories hlow sand 
trust. told fasts 
best ~ mind lasts 
employ meant demands 
friar found stream 
steak sent strong 
train bent strange 

| close — land 


For those whose enunciation is especially 
defective it is well to practice some of 
~ these words by making the consonants 
separately. The word strange, for ex- 
ample, may be said or sung, s-f-range. 

When the two consonants are of the 
same class, as in the word bent, the first 
consonant is not completed, as the organs 
are already in position to produce the 
‘second: bent, not benet; Mamma, not 
; manana, 


Linguals eS INS Si ID gt: 
laugh nard tar darn rajab 
lame name tame . dame ray 
lean knee teem deem ream 
loan know tome dont roam 
loon noon toot doom room 
Labials M. P. B. 
man parlor barn 
main pay bay 
mean peat be 
moan pole boat 
move pool boom 
Labio-Dentals TH TH (vocal) 
Beavis tha tha 
farm varnish thane they 
fame vain theme though 
feet veal thorax though 
foam vogue thu thu 
fool vou 
Gutturals 
GLO} Y and W 
garner calf quaft yarn wah 
gay came quail yiule wake 
gee keel gueale yield week 
goal coal quote yoke woke 
ghoul cool yule woo 
Aspirant H, 


ha hate heed hole hoot 
Sibilants 
ier ushathy sche (Sore). toxe 


salve za shard charm jar 
save zane shame change jane 
seen zeal sheen cheat jean 
soul Zone shoal chose joe 
soon LOO shoe choose Jew 


Syllables and Words 

Language is really nothing but a series 
of vowel sounds chained together by 
consonants. To enunciate the language 
correctly the vowel sounds must be pure 
and the consonants clean-cut. 

Syllables or words that begin with a 
consonant and end with one may be com- 
pared to a complete circle, the circle being 
finished when the final consonant has ex- 
ploded. The word bud, for example, be- 
gins with the vocal labial b made with 
the lips which explodes into the vowel 
sound of u. The singer dwells on this 
vowel as long as the note demands and 
then tosses the word into the air, with 
the vocal lingual d. So the word is sent 
on its way to the listener. 

The complete circle is finished as the 
d is exploded, and the word is sent into 
the air like a soap bubble. 


“Ti is our instinctive delight in beauty that first attracts us to music, 
and often it is the drills and preparations for future skills that come be- 
tween us and the beauty in music and cause us to become discouraged and 
to give up the practice of the art.”"—Kart W. GEHRKENS. 
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Travel 
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a 
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Today they choose TOURIST Third Cabin—for they’ve 
found it lively—free of social duties—with many of the 
members of their own set there. 


The pride they take in relating European experiences 
—the poise, the background it lends—make the annual 
trip an essential. It broadens their outlook on life 
immeasurably —it’s a modern necessity. Traveling 
TOURIST Third Cabin via White Star, Red Star or 
Atlantic Transport Line is within the reach of every 
purse. Round-trips as low as $184.50. 


In our fleets you have a choice of such famous liners 
as the Majestic, world’s largest ship, Olympic, Homeric, 
Belgenland, Lapland, etc.—and two remarkable steam- 
ers, Minnekahda and Minnesota, that carry TOURIST 


Third Cabin passengers exclusively. 


Accommodations are reserved exclusively for American 
vacationists—the sort of people you will enjoy travel- 
ing with. 


WHITE STAR LINE 
RED /TAR LINE -ATLANTIC TRANSPORT LINE 


MERCANTILE MARINE COMPANY 
Address Tourist Third Cabin Dept., No. 1 Broadway, New York, 


our offices elsewhere or authorized steamship agents. 
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NE DAMP, wintry day, in the city 

of M , | was engaged to play 

for a noontide wedding. Arriving 

at the time appointed, I found the organ, 
a small, two-manual instrument, in a some- 
what clammy condition. Testing it, the 
swell was found to have several keys 
near the middle of the keyboard that ci- 
phered (that is, continued to sound after 
the key had been released). Such a state 
of affairs is often due to some derange- 
ment in the mechanism of the instrument 
caused either by chilied metal or wood- 
parts swollen from dampness or from both. 
In this case uncoupling the Swell to 
Great gave a partial relief; but two keys 


near the middle of the keyboard still 
continued to cipher. Raising the two 
keys from the underside with my hand 


caused a complete cessation of tone. But 
when I had prepared my registration— 
being careful to leave the two manuals un- 
coupled—and when I began to play one 
of the special selections to precede the 
ceremony, behold! the two keys, on being 
touched, emitted a Continuous sound pro- 
ducing two organ points in the middle 
register of the keyboard. Lifting the keys 
again from beneath caused the ciphering to 
cease, but it recommenced as soon as the 
keys were depressed. This attempting to 
play with the constant interruption of key- 
lifting was useless. 

The entire Great manual and the upper 
and lower parts of the Swell keyboard, 
however, were available. It was a ques- 
tion whether to nurture monotony by a 
constant adherence to the manual of the 
Great alone with only two or three stops 
at my disposal for variety in tone color 
or vary the sameness by playing occasion- 
ally in the usable parts of the Swell 
manual. 

The best plan appeared to be a diversity 
or intermingling of both. By playing the 
Great sometimes alone, and then again 
softening the Great and playing the left 
hand upon it with right hand upon the 
upper part of the Swell, then again re- 
the procedure, placing the left 
hand on the lower part of the Swell and 
the right hand on the Great, and adapting 
the playing always to the music in hand, 
whether a solo part, four voices or full 
organ—I managed painfully to struggle 
through the hour. It one occasion 
in which my audience was entirely for- 
gotten. 


versing 


Was 


The Inevitable Hour 


O EVERY organist the time is sure 

to come when the organ will fail un- 
expectedly to do its duty in part or wholly, 
especially organs in church buildings 
heated only once a week during the winter 
months and thus subject to constantly 
varying temperatures. Such mishaps are 
not confined entirely to old, worn-out or- 
gans, but are just as liable to happen to 
the most recently constructed pneumatic 
or electric action organs. _ Possibly these 
later instruments are more susceptible of 
derangement from slight causes than the 
old tracker-action ones, owing to their 
more delicate mechanism and numerous 
adjustments in superior workmanship. 
Yet under all circumstances the organist 
must keep calm and decide instantly his 
course of action. 

In nearly all cases the cause of a tone 
ciphering is a derangement in the mechan- 
ism of the organ, and not in the pipe it- 
self. Quite frequently, especially in cold, 


Ghe ORGANIST’S ETUDE 
Edited for April by 
EMINENT SPECIALISTS 


IT IS THE AMBITION OF THE ETUDE TO MAKE THIS ORGAN DEPARTMENT 
““AN ORGANIST’S ETUDE, COMPLETE IN ITSELF” 


When the Organ Fails 


‘By EUGENE F. Marks 


damp weather, in drawing on the couplers 
the keyboards are observed to approach 
each other, the Swell sometimes descend- 
ing towards the Great almost as much as 
a quarter of an inch. This change of the 
keys from their normal position is apt to 
produce a cipher which, however, in such 
cases is very simple to remedy, as one need 
only dispense with the use of the coupler 
causing the defect. 

Generally a cipher is confined to one 
manual, usually the Swell. The stops be- 
longing to that manual in which the cipher 
occurs may be shut off entirely, the organ- 
ist relying upon the other manuals for 
use. Of course this in many instances 
will cause a change in tonal qualities of 
the music, but it is better to be meager in 
registration than endure, a persistent, in- 
harmonious organ-point. 

If the couplers are on, it is sometimes 
difficult to detect at a moment’s notice the 
manual in which the faulty key lies and 
even the pitch is sometimes misleading, 
as a sixteen or four-foot stop is apt to 
sound an octave lower or higher than it 
really is. So it is advisable first of all to 
throw off all the couplers, then test the 
Swell, next the Choir, and finally the 
Great. 


“All on Account of a Horse-shoe Nail” 


NSTANCES have been known in which 

a cipher is found to exist in only one 
pipe of a set: an unusual case is of the 
Principal ciphering a single tone because 
a fleck of dust, a small bit of straw or 
some other light object has lodged within 
the pallet-valve or one of the sliders, thus 
obstructing the close-fit and allowing the 
air to pass to the pipe. This small im- 
pediment may be removed either by draw- 
ing the stop quickly to and fro several 
times to move the slider back and forth, 
by striking the key sharply to~ dislodge 
the obstacle with a sudden gust of air, or 
by dispensing with the faulty stop alto- 
gether. This still leaves the remainder of 
the manual free for. use. ; 

The organist may be sure that the lis- 
tener prefers small registration to an ir- 
regularity of rhythm. Also, it is always 
better to proceed with the performance 
until a chance occurs to repair the damage 
unnoticed than to confess a total break- 


down. 
T IT IS a pedal-tone that ciphers, the 
pedal- stops should be dispensed with. 
The omission on these tones may be coy- 
ered to some extent by the use of octave 
bass notes in the left hand, or in some 
cases (when it will not produce cipher- 
ing) by coupling the pedal to one or more 
of the manuals and then playing the pedal- 
keys as usual. In case of sluggish action 
(similar to a key of pianoforte sticking) 
the key sometimes may be made to act 
properly by giving it a strenuous up and 
down motion. 


The Pedal Cipher 


In order to be prepared for any emer- 
gency along this line it is well to study 
out and practice now and then, while 
everything is moving smoothly, how to 
act under different circumstances, just as 
firemen occasionally test their prepared- 
ness by scurrying to an imaginary fire. 

It is. no mere waste of time to rehearse 
such fancied mishaps, for, in endeavoring 
to change or manipulate his instrument, 
the organist will add many new points to 
his knowledge of registration, besides ac- 
quiring a more practical understanding of 
the intricacies underlying the mechanism 
of the organ. 


The Choir to the Front! 


ET US TURN our attention now to 

some of the larger accidents such as 
an ungluing or bursting of the bellows, 
or a breakage in the mechanism of the 
action which leads to the utter abandon- 
ment of the organ for the rest of the 
church service. In such cases the organ- 
ist must rely largely upon his choir to aid 
him. Their previous training should be 
of stch a character that they are ready 
at any moment to sing hymns without ac- 
companiment and a few anthems which 
sound well when rendered so. 

Even if not needed to hold the situation 
in hand for unforeseen accidents, such 
practice should be indulged in during some 
portion of every choir rehearsal, as noth- 
ing tends more towards strengthening 
choir-ensemble and smoothing it into a 
homogeneous blend in delivery than “a 
cappella” practice. Perhaps nothing would 
prove of more enjoyment to a congrega- 
tion than the occasional interposition of a 
choir number unaccompanied. Also, used 
with hymns, it puts stamina into congrega- 
tional singing. 


- THE ETUDE 


In the absence of a capable choir or 
piano, the congregation can be depended 
upon to carry the melody, if favorite and 
well-known hymns, such as “Jesus, Lover 
of My Soul,” “Rock of Ages” and “Come, 
Thou Fount,” are sung. Invariably a con- 
gregation has at least one good leading 
voice. However, with a congregation un- 
accustomed to singing alone, it may de- 


volve upon the organist to give the correct . 


pitch and start every verse himself. 

If, perchance, the organ is excluded en- 
tirely from service for some length of 
time in order to make some extensive re- 
pairs or build in a new instrument, the 
organist should view the matter as a for- 
tunate opporunity to drill the choir so 
thoroughly that it will rely solely cr 
itself for active service. 


The Organist at the Piano 
RG many a splendid organist 
proves a mediocre pianist, displaying 
a monotonous touch, engendered by his fa- 
vorite instrument, he should at least keep 
his piano-touch in such command that he 
can produce the gradations of tone re- 


quired and understand the correct manipu- : 


lation of the pedals, especially in chord 
work. By careful selection from the piano 
repertoire, avoiding ‘those pieces with 
brilliant scale- -passages and other pianistic 
displays, it is possible to preserve the prel- 
ude, voluntary, offertory and postlude of 
the regular service in a churchly style. 
Among such pieces may be mentioned 
selections from the writings of Schumann, 
Schubert, Beethoven (Andantes and Ada- 
gios from his Sonatas), and Mendelssohn 
(some of the “Songs Without Words”), 
and many of the shorter pieces from 
modern composers. There are many piano 
pieces, especially suitable for church servy- 
ices, already bound into book form, which 
could be employed very advantageously at 
this time. 


During the period of organ repairs it 


is a most opportune time to introduce 
other instruments; even a second piano 
would prove most valuable besides offer- 
ing an excellent opportunity to present 
piano-duets. Two pianos in special evan- 
gelistic services bring the most happy 
results and flattering encomiums from 
the choir director and pulpit. 
ditions of hymns the use of a second 
piano would prove of inestimable value. 


Interpreting Organ Pytusic and Anthems on 
GwoDanual Organs 
By Epwin HALv PIERCE 
Part TI 


Accompaniment of Anthems 


ITH REGARD to the general tech- 

nical management of the two- 
manual organ, the accompaniment of an- 
thems is, of course, no different from its 
use in any other kind of playing. Never- 
theless a few hints as to taste in registra- 
tion may not be out of place. One should 
take into account the size and character 
of the choir, using such registration as will 
blend well with the voices and give them 
proper support without overpowering them. 
The open diapason—rightly considered the 
noblest tone of the organ—does not, in 
many cases, blend so effectively with the 
voices as a composite tone of strings, 
flutes and, sometimes, a light reed. 


IT find one very useful combination in 


swell stopped diapason, salicional and a 


light 4-foot (either flute or string) ; 


great doppel flote, gamba and a 4-foot 


flute; pedal, a light 16-foot: couplers, swell 
to great, swell to pedal, great to pedal. For 
an increase of power and brightness I 
would add swell to great 4-foot coupler, 


or a light reed to swell, or both. Of course, — 


when playing on swell and using peda!s, 


the great to pedal coupler would be thrown > 
I avoid 16-foot tone on the manuals, — 


off. 
especially 16-foot couplers, as the effect is 


depressing to the voices, and is apt to be 


muddy. The 16-foot pedal tone, even, 
should not be unduly prominent. That is 
a matter about which it is very easy for ar 


(Continued on page 301) 
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TueEreE will be always a certain class of 
“musicians who well might be styled the 
_ “purists” of the art and who will insist that 
all compositions should be restricted in their 
_ performance to the particular medium for 
which their creators originally intended 
them. Which is all quite right in prin- 
_ ciple and to be most highly commended, 
unless the transcription be done by a skill- 
- ful and reverent hand. 

But when it comes to unqualified con- 
-demning of transcriptions, it must be borne 
in mind that even the greatest of the 
' masters were not averse to the “borrowing 
habit.” Mozart did it; Handel was a 
‘notorious “plagiarist” without giving credit, 
and not always from his own creations; 
and the Bach, who, as it is so often said, 
considered it sacrilegious to change a musi- 
cal thought, made many re-arrangements 
of his compositions as well as sometimes 
7 Ts a tha = = 

_ “borrowing” without compunctions from 


Granscriptions on the Organ 
By Henry E. EveERSHAM 


the works of other well-known composers. 

The “Leipzig Cantor” certainly turned 
some of his violin concertos into pieces 
for the harpsichord, and even into orches- 
tral preludes for cantatas. Neither did he 
hesitate, on occasion, to translate a hitherto 
secular theme to a sacred use. 

So, after all, the turning of a composi- 
tion from its original to a new use rests 
largely upon the manner in which it is 
done. So long as no violence is done to 
the spirit of the composition, there is no 
good reason for cavil. The organ liter- 
ature has been surely enriched by the 
splendid transcriptions of the classics, by 
the versatile Hest. If the great fugucs 
and fantasias of Bach can be glorified and 
made to glow anew by such orchestral 
adaptations as have been done by Stokow- 
ski and other great conductors, then 
certainly there can be no censuring of 
their use for the resourceful organ. 


“Fe (Bach) took a quite fresh standpoint. 


His predecessors had for the 


a most part used the melody as their only source of inspiration, whereas Bach 


. always looked to the words for guidance in his treatment. 


The result ts 


a that we arrive at his very soul in these compositions which can be regarded 
as an epitome of his whole work.”—Dr. MacPuerson. 


Ghe Gwo Manual Organ 
(Continued from page 300) 


organist to be deceived, as this tone sounds 
different in different parts of the building, 
and often least loud at the console. For 
accompanying a choir of adult male voices, 
by the way, the remark made above about 
open diapason does not hold as valid. Open 
diapason with principal, 4 ft., and com- 
binations built on the same are here of 
good effect, either with or without reeds, 
but if used will sound better without the 
-gamba or other characteristic string tone. 


Playing for Soloists 

HE ACCOMPANIMENT of solo 
voices needs some consideration of 
the quality of the particular voice in 
question. I remember a case where, hav- 
ing four solo voices in the choir, three 
of them sounded best with a string and 
flute combination, but the fourth, a heavy 
y bass, seemed to»demand the swell open 
diapason, without string tone. Much may 
be learned by trying the accompaniment 
with the singers themselves in two or 
more different registrations and inquiring 
their preferences. There are certain tone 
qualities which find use in organ music 
per se, which do not blend quite happily 
with any voice—those with quintadena, 
_ for instance. I call to mind an otherwise 
able brother organist who seems _ sin- 

-gularly obtuse to this fact. 


brik 


Types of Two-Manual Organ 


N THE COURSE of this article we 
have spoken of the two-manual organ 
as if it were something of a well-known 
standard sort, but as a matter of fact it 
is found in a considerable variety of types, 
which we may roughly enumerate as fol- 
lows: 
1. The large two-manual tracker organ. 
_ These are all old instruments. At a later 
_ date three manuals was customary for 
any organ of sufficient size, even with 
pitracker action, but I have played on an 
excellent old Jardine organ with nearly 
thirty registers and only two manuals. 
2. The small two-manual tracker organ. 
These are also mostly old, but some are 
Il built, especially the very small ones. 
both class 1 and 2 one will do well 
» confine. oneself to the older sort of 
timate organ music, or the simpler and 
pretentious among modern works. 
. The “straight” two-manual organ, 
ce 


with electric or pneumatic action, several 
combination pistons (either “blind” or 
moving the stop-knobs visibly) and pro- 
vided for with sub and super, as well as 
the customary unison couplers; also with 
crescendo pedal. This is the most satis- 
factory type of two-manual organ, if not 
too small, and is capable, under the hands 
of a skilled player of all the most im- 
portant effects obtainable from one or 
more manuals. 

4. The duplexed organ. This, though 
having a much smaller number of pipes, 
has certain of the registers—sometimes 
nearly all of them—playable from either 
manual. This is often a great conven- 
ience in manipulation of registration, but, 
of course, does not make the organ really 
any larger. In this type all the pipes are 


commonly in one swell-box, excepting 
sometimes the open diapason. 
5. The unit organ. This is an en- 


deavor to get the effect of a large in- 
strument from the absolute minimum 
number of pipes, but the effect is very 
coarse, unchurchly and _ unsatisfactory. 
The organist who has to play a church 
service on such an instrument has my 
sympathy. 


Playable Modern Music 


I ENGAGED in the first part of this 
article to give a short list of such 
pieces, in order to show that one is not 
necessarily confined to Bach, -Mendels- 
sohn, and such, for a suitable repertoire. 
The following list is not in any sense com- 
plete nor does it make claim to being the 
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TECHNIC and MUSICIANSHIP 


must go hand in hand if one is to develop Pianism to an Art. 
I 


_ The old fashioned TECHNICAL STUDIES did not conform to this 
high ideal. They were dry and uninteresting; to be endured but not 
enjoyed. 

_ MODERN TECHNICAL STUDIES are as interesting as recreational 
pieces. They stress technical problems just as definitely, but they are 


attractively written, building not alone for sound technical equipment, but 
for ideals of beauty and good taste. 


A new and unique approach to the study of Piano Technic is the 
“Point View” in 


KEYS TO THE KING’S CASTLE 
by John Mokrejs 


“Fundamental tones (1-3-5-8 of any key) and their overtones, constitute POINTS and 
COUNTERPOINTS and are the foundation of music.” 

On this is based the entire system of training and it is astonishingly simple, clear, 
and scientific. A wealth of interesting pieces is given whereby the Point system is taught. 


Books, I, II, III Each $ 0.60 


Other technical studies embodying the modern ideal are: 


THE SELECTED GEMS OF THE CZERNY STUDIES 
Books I and II 
by John Mokrejs 


FIRST STUDIES IN STYLE 
SIXTEEN SPRIGHTLY STUDIES 
FIFTEEN INTERMEDIATE STUDIES 
CHARACTERISTIC STACCATO STUDIES (New) 
by Frances Terry 
TONE PICTURES FOR THE BEGINNER 
Book I 
Books II and III 
by Buenta Carter 


Each $ 0.65 
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CLAYTON F. SUMMY CoO., Publishers 
429 South Wabash Avenue Chicago, Illinois 
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LIST of cities and churches and or- 

gans will surprise the buyer into 
realization that Austin organs stand pre- 
eminent among the most discriminating 
purchasers. The famous large Austins 
are heralded throughout many sections 
in churches and concert halls. This is 
true of all parts of the country. Smaller 
instruments seem to have in generous 
proportion all the good qualities that 
distinguish the larger installments. 

The utmost care is given to organs of 
whatever size and dimensjons and as far 
as they extend in registration they show 
the like excellency. Even greater propor- 
tionate impression has been made at 
times with instruments of smaller scope. 


AUSTIN ORGAN CO. 


165 Woodland St. Hartford, Conn. 


Students Aided in Securing Positions 


Church, Recital, 
Theatre Courses 


Free 
Scholarships 


New Prospectus Ready 
17 E. Eleventh Street New York 


VELAZCO ORGAN STUDIOS 


New York’s finest Theatre Organ School. Direction 
of EMIL VELAZCO, Solo Organist of Roxy 
Theatre, featured WOR broadcaster and exclusive 


Columbia recording artist. 
1658 Broadway New York 


ORGOBLO 
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ms cellence in organ blowers, 
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Reed and Student Organs, VIOLINISTS Dicbaate and Ee 
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THE SPENCER TURBINE COMPANY 
Organ Power Department 
Connecticut 


Hartford 


COURSES IN 
KMD OS 
AND 


Two three-manual and one two-manual 


Wurlitzer and Kimball theatre unit or- 
ans—one a new $25,000 Wurlitzer— 
or lessons and practice. Special courses 
for pianists changing to organ. Advanced 
puoi have the advantage of lessons be- 
Graduates are in 
constant demand at big salaries. 
Part scholarships available. 
Write for Catalog E 


ore the screen. 


Modern electric action church and con- 
cert organs for lessons and practice. 
Special courses for pianists changing to 
organ. 


Advanced pupils have many 
unusual advantages. Graduates are 


in constant demand. Part 
scholarships available. 


Write for Catalog E2 
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Theatre Organists 


Positions paying salaries of $50 
to $150 weekly are so many that 
finished players are practically 
assured of engagements through 
the College. 
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Students have lessons and practice before the Screens provided by the 
College in its studios. New two, three and four manual Wurlitzer and 
Moeller theatre organs for lessons and practice, owned and operated by the 
College. 

Direction: 


CHARLES H. DEMOREST and HENRY FRANCIS PARKS 


Famous Theatre Organists 


SUMMER MASTER SCHOOL 


June 24 to August 3 (Six Weeks) 
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3rd week—Short feature film and jazz 

4th week—Short feature film, comedy and jazz 

5th week—Long feature film and comedy 

6th week—Long feature film, comedy, cartoon, scenic and effects; and play- 
ing of song slides. . 


Improvisation, modulation, arranging orchestral works for organ, har- 
monizing from violin and melody parts; dramatizing the picture musically; 
taking cues and playing from cue lists and playing with orchestra are all 
given attention in the course. Various styles of playing jazz, ballads, inter- 
mezzos, characteristic numbers, etc., will be thoroly covered. 


FREE FELLOWSHIPS 


Mr. Demorest and Mr. Parks have each consented to award Free Fellowships of two 
lessons weekly, each of thirty minutes, to the students who, after an open Competitive exam- 
ination, are found to possess the greatest gift for playing organ. Free Fellowship application 
blanks on request. 
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ORGAN AND (°HOIR QUESTIONS ANSWERED 
By Henry S. Fry 


FORMER PRESIDENT OF THE NATIONAL ASSOCIATION OF ORGANISTS, 


DEAN OF THE PENNSYLVANIA CHAPTER OF THE A. G. O. 
7 


No question will be answered in THE ETUDE unless accompanied by the full name 


and address of the inquirer. 


Only initials, or pseudonym given, will be published. 


Q. In a small church where I play there 
is a two-manual organ. When the organ is 
not in use, should the swell shutters be left 
open or shut? In the summer time we have 
rery damp weather, the church being located 
only one mile from the ocean. In winter 
we have heat only on Sunday. I am told by 
a trustee of the church to leave them always 


open, but good oryanists have told me to 
leave them always closed.—R. A. R. 
We would suggest that you ask the 


builders of the organ for advice, as they will 
be familiar with conditions. Under ordinary 
circumstances we recommend that the swell 
shutters be kept open when the organ is not 
in use, and we see no reason why this does 
not apply in your case. The reason for keep- 
ing swell shutters open is that the tempera- 
ture in the swell box may be as Nearly as 
possible the same as that of the unenclosed 
portion of the organ. 


Q. I have been studying the piano for a 
number of years and at present am playing 
eighth and ninth grade music. I have been 
thinking of studying theater-organ playing. 
Do you think this advisable? Is there a prob- 
ability that the vitaphone, movictone and so 
forth will take the place of the theater or- 
gan? Can you give me an idea as to how 
long it would take to complete a course in 
theater organ playing? Which would be the 
more profitable, church and concert organ 
playing or theater organ playing?—BF. M. R. 

A. On account of the vitaphone, movie- 
tone and so forth, we cannot predict the 
future for the theater organist and therefore 
cannot advise you as to the advisability of 
taking up the theater organ course. Our 
suggestion would be that you take up the 
study of organ-playing and later on direct 
your studies to the field you find most prom- 
ising. Under ordinary conditions we pre- 
sume theater organ playing would be more 
profitable for you than chureh or concert 
playing. We cannot say how long it will take 
you to complete a theater organ course. Much 
depends on the adaptability of the individual. 


Q. How would you arrange a choir which 

consists of six sopranos, three altos, seven 
tenors and three basses? Would the tenors 
be placed on the right or left? Our choir 
space is about two feet above the floor level 
of the audience. Should the piano be placed 
up with the choir or on the lower level with 
the audience?—A. M. B. 
_ A. You do not state whether your seat- 
ing arrangement is with singers facing each 
other or with them facing the congregation. 
Assuming the latter we would suggest : 


TENORS BASSBHS 
SOPRANOS ALTOS 
CONGREGATION. 


The “balance” of your choir is’ rather wun- 
usual, with more yoices in the tenor depart- 
ment than in any of the other departments. 

We do not think the difference of two feet 
in the floor levels need influence the loca- 
tion of the piano, and we would suggest its 
being placed on whichever level is most con- 
venient. 


Q. Will you kindly name a list of the 

finest fugues of the different organ schoals, 
excepting J.-S. Bach, both for coneert and 
church service playing? Have Liszt, Wesley, 
Reger, Rheinberger and such composers writ- 
ten any fugues of outstanding worth? Also 
name some brilliant concert recital num- 
bers.—B. G. F. 
_ A. Literature for the organ includes many 
fugues in addition to those by Bach. Fugues 
will be found in the Sonatas of Merkel and 
Rheinberger. Reger has written many num- 
bers in this form. Wesley is represented 
by a Choral Song and Fugue and Liszt by 
the Prelude and Fugue on “Bach” and the 
Fugue on the Choral “Ad nos ad Salutarem.” 
Some other fugues, to mention only a small 
number, include: 


Fugue from “Sonata on 94th Psalm,” 
Reubke; Fugue from “Fourth Symphony.” 


Widor; Fugue in C Major, Buxtehude; Fugue 
in D, Guilmant; Concert Prelude and Fugue, 
Faulkes; Three Preludes and Fugues, Men- 
delssohn; Introduction, Passacaylia and 
Fugue, Willan: Concert Fugue in C, Haupt; 
Concert Fugue in G, Krebs. 

Some numbers of the brilliant recital type 
are Htude Symphonique, Bossi; First and Last 
Movements, “Symphony VI,’ Widor; Finale, 
“Symphony I,” Vierne; Toccata, Thou Art the 
Rock, Mulet ; Sunshine, Toccata, Swinnen. 


Q. Please give me some information in 
reference to the Fontainebleau School in 
France. Is it «a school eaclusively for 
American students? Is the organ depart- 
ment a strong one? Who are some of. the 
organ teachers there? With whom should J 
communicate in order to make reservations 
for next summer ?—B. O. P. 

A. The school is virtually one exclusively 
for American students. For information as 
to teachers, reservations and so forth, we 
would suggest that you communicate with 
Fontainebleau Fine Arts and Musie Schools 
Association, M. Francis Rogers, Chairman 
American Committee, 144 BH. 62nd _ Street, 
New York City. : 


Q. At the Episcopal Church where I am 
now organist, plans are being made to form 
a choir of boys. As this is my first experience 
with a choir of this type (1 am also choir 
director) will you kindly advise me as to the 
material I should use and just how to go 
about securing the interest of the boys? 
—M. F. L. 

A. Since you probably will have the only 
choir of, boys in your town, the novelty may 
appeal to the boys and secure their interest. 
If they are paid some small amount for each 
attendance at rehearsals and services it will 
be some additional inducement. A vacation 
of a week or ten days in some Choir Camp 
would also prove attractive to them. 

Works on boy choir training include the 
following : “Voice Culture for Children” 
by Bates (two volumes), “The Essentials of 
Choir Boy Training” by Hall, “Practical Hints 
on the Training of Choir Boys” by Stubbs. 

From the various works on the subject you 
can select the exercises- you feel will secure 
the best results for your purpose. The editor 
suggests the use of the following: sing the 
vowel sounds 00, 0, AH, A, W on each note, 
in sounding downward chromatically the 
tones between the following : 


Ex.1 


instructing the boys to|\keep their lips and 
teeth apart for each one in order to avoid 
“wide” unpleasant tones on “A” and “E.” 
Sing “mah” on each note of the Scale, be- 
ginning on D (fourth line) and ending on D 
an octave lower: ; : 


Ex. 2 


a 


Continue this exercise beginning a half-tone 
higher each time until 


Ex.3 


eo 


is reached, 
Sing the following exercise 


Bx.4 


in mah, raising it a half-tone each time 
until high A is reached, as before. Use this 


4 


x 


same exercise on me instead of mah, impress- | 


ing upon the boys again the necessity of 
keeping the lips and teeth apart. 

Sing the following exercise on lah, continu- 
ing throughout the same range. 


Ex.5 S 


Lah Lah 


Hum the first three notes in the following 
exercise opening into moh softly on the fourth 
note, with care that the tone is round and 
smooth though soft. Continue throughout 


the same range. 


No.6 


Hymn tune melodies may also be practiced 
on the different vowel tones, but care should 
be taken that no one vowel is over practiced, 
as too much oo results in a ‘‘hooty” tone, and 
too much ah results in the use of sueh words 
as blahsad for blessed and so forth. Be sure 
to train the voices downward, that is, have 
the boys carry the head fone used on the 
higher notes down into the lower register, 
calling attention to the matter as soon as any 
ot them opens into a chest tone on lower 
notes. 


Q. Is it necessary to have a high school 
education in order to secure a position as 
organist in a theater? I am interested in 
this work and am going to take a course of 
this kind soon. I have three more years in 
which to attend high school and_am_ very 
anvious to have this information—M. C. D. ~ 

A. We bave never heard of it being nec- 
essary to have a high school education in 
order to secure a position as theater organist. 
However, this education is very desirable and 
we would suggest that you finish your course. 
If vou decide to take up theater organ p.ay- 
ing, endeavor to do it in connection with 
your school work. The acquiring of a facile 
piano technic will be an aid in your organ 
work, If you have not already acquired this, 
we would suggest that you pursue this lin 
of ennai in connection with your school 
studies. 


WHE ETUDE 


Play a Conn band or orchestra 
instrument and you're wel- 
come everywhere. Win pleas- 
ure and profit playing part 
or whole time. With a Conn 
you play tunes the very first 
day. Easy playing features 
and new instruction methods 
make it fun from the start. 
FREE TRIAL, Easy Pay- 
ments on any Conn. Write 
for literature, details. Name 
instrument. No obligation. 
C. G. CONN, Ltd. 
2413 Conn Bldg. Elkhart, Ind. 
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For 2 Orchestrations 


Monastery Bells, Nocturne 
Lefebure-Wely 

Wedding March, from Midsummer 

Night’s Dream... Mendelssohn. | 


Arr. by Hildreth. Parts for all recog- | 
nized orchestral insts. inc. saxophones 
and tenor banjo;fully cued—effective 
for large or small combinations, or I 

solos, trios, etc., with piano acc. | 

Also TENOR BANJO SOLO: 

Czardas—Last Love............-scesssseswesrrsssessesssessins 
| YOU WILL ALSO RECEIVE: 

Why I Don’t Like Contests... ccsnseeW right | 
1 A Cornet Playing Pilgrim’s Progress... Herbert L. Clarke 


“Avelyn Kerr 4 


ved» Gungl | 


I 
Sabin The Trumpet Player....Bach l 
Ernst The Tenor Banjoist....Weidt 
The Drummer.............Stone | 
I 
I 
I 


] Yes—all the above for 20c postpaid. This is our 
method of introducing to new friends Jacobs’ Orchestra 

| | Monthly, America’s unique vocational music magazine. 
* Invaluable to supervisors, students, professiona ] musi- 
| cians, Send 20c (stamps or coin) with this ad to 


Walter Jacobs, Inc., 120 Boylston St., Boston, Mass, | 
If you prefer 2 band numbers instead of above music 
check here ); if 5 piano numbers, check here (J. 
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HARMONY BY MAIL 


A practical and thorough course of 40 lessons. 
Small monthly payments. 

Send for Prospectus and Rates. Mss. corrected. 
Music composed, send poem for estimate. 
ALFRED WOOLER, Mus. Doc. 
Suite A. 171 Cleveland Ave., Buffalo, N. Y. 


MUSIC ENGRAVING 


Piano, Band, Orchestra and Octavo work. We 
specialize in book work; also engraved titles. 
Send your mss. for estimate. 
OTTO A. C. NULSEN, 


P.O. Box 774 , ; 
' 124 Government Place Cincinnati, Ohio 


START A TUNING BUSINESS 


urself, anywhere. Earn $2 to $4 an_ hour spare 
fine, or $200 to $500 month, full time. Requires 90 
minutes to tune average piano, and pay ranges 
around $5 per tuning. Player work also brings big 
-pay. We train you thoroughly and rapidly at home, 
Get our free booklet “Piano Tuning as a Business.’ 


' Mack Institute, Crafton Sta., EM-21, Pittsburgh, Pa, 
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SHeet Music 


SAY “CENTURY” and get the best 
Certified Music. It’s 15¢ (20c in Can- 
ada). Most teachers useit. Parents ap- 
preciate the saving) and the pupil gets 
the best. Get free catalog of 2500 se- 
lections at your dealers, or write us. 


€ Century Musie Publishing Co. 


254 West 40th Street I 5 ¢ 


New York City 
ENGRAVERS »»° LIT HOGRAPHERS 
PRINT ANYTHING IN MUSIC BY ANY PROCESS 


WE PRINT FOR INDIVIDUALS 
REFERENCE ANY PUBLISHER 


JABLISHED 1876 
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BaNps AND OrcHESTRAS 
(Continued from page 275) 


instruction book may tell you to pronounce 
“too,” “du” or some similar syllable to start 
the tone. Mr. Lewis B. Skinner, a horn play- 
er of wide experience, suggests that the syl- 
lable “diz” be used while listening for the 
buzzing sound in the mouthpiece. If the 
player hears the buzzing he is certain that 
the tone is being made properly by the lips 
before it is produced in the horn. Although 
heard in the mouthpiece this slight buzz 
does not affect the quality of the tone as it 
comes from the bell of the horn. 


The “Diz” Sound 


AY A SOLO tone is to be struck by 

the first horn player’ in some concert 
or contest piece. The band members have re- 
hearsed the number until they are thor- 
oughly acquainted with it; the horn player 
knows the exact place and pitch. When 
the critical time comes in public perform- 
ance the question of whether he will strike 
the tone or fumble it is extremely im- 
portant. The player may be nervous, but 
if he uses this diz tone production the 
chances are almost certain that he will 
never falter. If he is depending simply upon 
a good natural embouchure his chances of 
fumbling equal or even exceed his chances 
of making an accurate attack. 

In case the student does not get the tone 
far enough to the front of the mouth, the 
syllable “diz” may be used. The student 
should be patient and work with the tone 
production until he hears that soft rattle 
or buzz in the mouthpiece. 

A horn player who is converted from a 
cornet player is apt to make the mistake 
of putting the mouthpiece to his lips hur- 
riedly in making an attack. He should be 
more deliberate, setting his mouthpiece 
carefully and tightening up his lips pre- 
paratory to making the tone. The tighten- 
ing of the lips is important and is a differ- 
ent procedure from that used in cornet 
playing. In cornet playing one draws the 
lips across the teeth; in horn playing one 
shapes his lips in more of a pucker, with 
muscles tight. 

Some of the older French horn players 
used to “bury” the mouthpiece in their lips. 
This does not mean that the horn player 
was using pressure. It was due to the 
player using a narrow-rimmed mouthpiece 
which developed the muscles of his lips. 


MusicaL Home 


Tonal Effects 
"T HOSE ACCUSTOMED to play or 


hear the melophone may not realize 
how much greater is the variety of tone 
quality produced by the French horn. 
Therefore, a melophone player, if he is not 
coached, may play the French horn with 
the rather uniform smooth tone character- 
istic of the melophone. In soft passages 
the French horn has a very velvety, soft 
tone of rich quality. In loud passages and 
on accented notes the tone has a vibrant 
quality of great vitality. This quality 
should be used most of the time in band 
work. In addition to this there is the 
muted or stopped tone quality, which is 
intensely dramatic in most of its uses. 

The stopped tone should have some 
speciai comment. The horn is stopped in 
two ways, by the hand forced up into the 
bell of the horn and by the use of a special 
mute. There seems to be some disagree- 
ment among professional horn players 
about the production of the stopped notes, 
some maintaining that stopped notes should 
be fingered one-half tone higher, others 
that they should be fingered one-half tone 
lower, 

Langey’s tutor states, on page 88, “A 
charming effect called the echo can be pro- 
duced by a clever player on the French 
horn, by shutting the bell three-fourths 
with the right hand and, at the same time, 
transposing the notes half a tone lower. 
By shutting the bell three-fourths, the 
sound is raised a half tone.” 

Now, as a matter of fact, if you have 
ever experimented with putting the hand 
in the bell of a French horn you know that 
the farther in you put it, the flatter the 
tone becomes. This is so well known that 
a French horn player will adjust a slight 
difference of pitch by putting his hand into 
the bell farther or withdrawing it slightly 
rather than changing the tuning slide. If 
you put your hand in the bell as far as it 
will go you lower the sound one-half tone. 
Therefore, if you are stopping the horn 
with your hand you should transpose to a 
half tone higher. This will work from 
the top of the horn to the bottom, and the 
other method will not. 


READING [ABLE 


(Continued from page 260) 


was so piquant. The last evening but one 
that he called on us, wishing to express 
his pleasure in G ’s article about him, 
he very ingeniously conveyed that expres- 
sion in a story about Spontini and Berlioz. 
Spontini visited Paris while Liszt was liv- 
ing there and haunted the opera —a stiff 
self-important personage with high shirt 
collars—the least attractive individual 
imaginable. Liszt turned up his own col- 
lars and swelled out his person, so as to 
give us a vivid idea of the man. . . 
“Liszt met him at Erard’s more than 
once. On one of these occasions Liszt 
observed to him that Berlioz was a great 


Commend the 
By SARAH 


CoMMENDATION of good work on a 
pupil’s part is always an encouragement to 
him. When he plays a piece, an exercise 
or a scale well, let him hear about it. When 
he has done exceptionally well, send word 
to his mother or father. 

Before the Christmas vacation, Easter, 


When you write to our advertisers always mention THE ETUDE. It 


admirer of his (Spontini’s), whereupon 
Spontini burst into a terrible invective 
against Berlioz as a man who, with the like 
of him, was ruining art. Shortly after 
the ‘Vestale’ (Spontini’s opera) was per- 
formed, and forthwith appeared an en- 
thusiastic article by Berlioz on Spontini’s 
music. The next time Liszt met him of 
the high collars he said, ‘You see I was not 
wrong in what I said about Berlioz’s ad- 
miration of you.’ Spontini swelled in 
his collars and replied, ‘Monsieur, Berlioz 
a du talent comme critique. (Sir, 
Berlioz has some talent as a critic.) 


Pupil’s Work 
A. HANSON 


and at the end of the school year summa- 
rize his work and compare it with that 
previously done:—compare, for instance, 
his playing at his first recital with that of 
his more recent public appearances and tell 


him in what respects he has improved. 
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Increase Your Pay 


The modern orchestra wants men who can play more 
than one instrument and especially those who can 
play that most popularinstrument—the Saxophone. 

In just a few weeks you can increase your oppor- 
tunities and income witha 


BUESCHEZ 
STrue “Tone Saxophone 


Easiest of all instruments tolearn—easiest to fin- 
ger rapidly—its tones are true, clear and full. It har- 
monizes beautifully with otherinstruments. Manyof 
the best known soloists and orchestraleaders, suchas 
Clyde Doerr, Tom Brown, Jack Crawford and Bennie 
Krueger use and recommend Buescher Saxophones. 


Only a Buescher 


Gives You All These Features 


Patented Snap-on Pads — the greatest improve- 
ment for beauty of tone—easy to replace—no more 
cementing. Found only on the Buescher. 

Patented Automatic Octave Key—always positive. 

Perfect scale accuracy — every tone always full, 
clear and true. 

Hands never moved from one playing position. 

Convenient key arrangement, simplifies fingering 
of rapid passages. 


Six Days’ Trial—Easy Terms 


Try any Buescher Saxophone, Cornet, Trumpet, 
Trombone or other instrument in your own home 
for six days. If youlike theinstrument, pay alittle 
each month. Play as you pay. Mail the coupon for 
beautiful literature and details of this wonderful 
trial plan. Mention instrument in which interested. 


BUESCHER BAND INSTRUMENT CO, 
2750 Buescher Block Elkhart, Indiana 


Easy to Play - Easy to Pay 
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BUESCHER BAND INSTRUMENT CO. (524) § 
2750 Buescher Block, Elkhart, Ind. 1 

Gentlemen: Without obligating me in any way please | 

I send me your free literature. 1 
| I am interested in the 1 
| following instrument ......-- 2: -eeeeee eee eereeere 1 


TINDALE 
Music Filing Cabinet 


Needed by every Musician, 
Music Student, Library, 


School and Convent. 
Will keep your music orderly, 
protected from damage, and 
where you can instantly 
find it. 
| Send for list of 
most popular styles 
TINDALE CABINET CO. 
40-46 Lawrence St. 


” Flushing, New York 


YOU PLAY 
tunes the first 
day with an 
easy-playing 
Conn instru- 
ment and the 
fascinating new in- 
struction methods. No 
long drudging over scales. 
Conn gives you the exclusive 
features found in no others. 
Choice of famous artists. 
FREE TRIAL, Easy Pay- 
ments. Write now for liter- 
ature; mention instrument, 


Cc. G. CONN, Ltd., 
413 Conn Bldg. Elkhart, Ind. 
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HE VIOLIN bridge which we see 

to-day has had a long history. It 

has undergone many changes and 
modifications before developing to its 
present form. The purpose of the violin 
bridge is to transmit vibrations of the 
strings to the body of the violin. In doing 
this it must not dampen the vibrations or 
impart undesirable tone qualities to the 
violin. The bridge must be rigid and 
strong enough to sustain the pressure of 
the strings and at the same time transmit 
their vibrations freely to the violin body. 
The most suitable material that has been 
found for this purpose is maple wood 
which has all of the desired qualities. A 
plain block of wood will, however, not serve 
the purpose. The wood must be carefully 
carved into a strong and elastic bridge 
before it can have any tonal value for 
the violin. 

The present-day violin bridge differs very 
little from the bridge designed by Stradi- 
varius in the seventeenth century. His 
genius seems to have given us perfection 
in all the details of the violin. The violin 
bridge to-day is usually 1% inches high 
and 134 inches wide and tapers in thick- 
ness from % inch to 4¢ inch at,the crown. 
The body portion is carved out so as to 
give it the maximum of resilience, strength 
and tonal qualities. It is supported on 
two feet which are carved out to fit the 
belly of the violin perfectly. The crown 
of ‘the bridge must also be adjusted in 
relation to the finger board. The fitting of 
a violin bridge requires skill and knowl- 
edge and can be properly done only by 
an expert. 

Many attempts have been made to im- 
prove the bridge designed by Stradivarius, 
and a large number of United States 
patents have been granted on violin bridges. 

A patent granted in 1879 proposes to 
use an additional bridge, which is placed 
between a point directly over the sounding 
post and the tail-piece so as to transmit 
the vibrations of the strings directly to 
the entire body. The accompanying photo- 


graph represents Patent No. 215,023. IF 
is the bridge ordinarily used; G is the 
supplemental bridge. 

Another patent shows a sounding box 
or chamber fixed in the violin bridge. Ex. 
2, No. 278,634. Several patents have been 


granted on various types of bridges using 
some form of sounding box in the bridge 
to increase the resonance of the violin. A 
recent patent, No. 1,459,057, 


Ex3 


——— 
shows a bridge having an axial bore in 
each foot. 

Bridges have also been made in several 
parts which are held together by the 


pressure of the strings (Ex. 4.) (Patent 
No. 693,648). 
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Violin Bridges 


By JosepH RossMAN | 


Many modifications of the original 
Stradivarius bridge have been made in 
order to improve the tone of the violin. 
(See Patents Nos. 594,129 and 361,659.) 


Ex.5 


PATENT NO, 361,659 


A patent granted in 1888 uses a piece 
of bark on the feet of the bridge so that 
it will accurately fit the belly of the 
violin without interfering with the trans- 
mission of the vibrations. 

A few bridges have been patented which 
are adjustable in height, the height being 
changed by merely turning a screw. 

A patent granted 
in 1919 has a small 
metal clip attached 
to the bridge at the 
point where the 
steel E string rests, 
so as to prevent it 
from cutting into 
the bridge. A later 
patent supplies a 


PATENT NO, 1,306,663 


notchsin the metal clip to receive the E 
string. Another patent inserts a plug of 
hard material into 
the bridge at the 
place where the E 
string rests (See 
Exe materse ie 

Violin bridges 
have also been de- 
signed with an ex- 
tension on one leg 
entering into the 
body of the violin and resting on the 
back of the violin so as to relieve: the 
pressure of the bridge on the belly and 
thus permit it to vibrate more freely. 


PATENT NO. 1,362,847 


Ex8 


Very few of these ideas are actually 
used to-day, because they are clumsy and 
do not look well. Besides, these changes 
do not give any better results. except in 
a few cases. 

The widespread use of a steel E string 
to-day has caused the insertion of a piece 
of ebony or other hard material in . the 
violin bridge in order to keep the string 
from cutting into the bridge. The various 
patented bridges are rarely seen, but they, 
are interesting and instructive to the 
violinist. 


Training Parents to Understand PyCusic 


By EpirH LyNnwoop WINN 


Many teachers do not admit the mother 
to the studio because the child is apt to 
be nervous when she is present. But so 
long as she does not comment on the work 
her presence is in many ways advantageous 
beth to herself and to the child. 

But the lesson must be in the teacher’s 
hands from the start. Once a month there 
may be a studio “experience meeting’ to 
which parents are invited to attend. The 
pupils play from memory what they have 
studied. Teacher, parents and pupils dis- 
cuss, informally but seriously, all subjects 
that come to mind. The recital lasts one 
hour. 


“Some of the most striking and 
been achieved by the simplest means, 
instruments.’—TukE VIOLINIST. 


At the end of the recital various topics 
may come up for discussion, such as “Can 
General Musical Knowledge be Taught at 
the Violin Lesson?” or “Do the Varied 
Activities of the Present Day Heip or 
Hinder Music Study?” 

The neighborhood conference helps the 
parent to understand what the pupil must 
do in the way of bowing, position and tone. 
Since the teacher would find it impossible 
to talk individually with each parent when 
a difficulty occurred, this method of seeing 
them collectively once a month helps to 
bring about a clear understanding. 


original effects in orchestration have 
without recourse to novel or unusual 


Writers for the Violin 
By Sip G. Hepces 


MONG COMPOSERS there are 

many notable names _ belonging — 

peculiarly to violinists; and only — 
the. most outstanding among these have ~ 
been selected for this list. Some, like\ 
Beethoven, have been included because, — 
although they belong to the whole world 
of music, they have made undying con- — 
tributions to violin literature. The first — 
consideration has been to include names 
which the student and amateur often hear; 
and many of them are men who have writ- 
ten great collections of studies. These 
have been arranged under the dates 1800, 
1825, 1850, 1875—consequently the com- 
posers are each placed into that date most 
conveniently approximating to their prime. 

Many violinists, now remembered only 
by their compositions, were, in their own 
day, famous as players. Some, curiously, 
like Kreutzer, did not consider the work 
which has since rendered them immortal 
as of very much importance. 

CORELLI, 1700, Bologna, was the earli- 
est violinist-composer of outstanding merit. . 
His playing of his own compositions, — 
especially in the churches of his land, made 
him sensationally popular. A number of 
his sonatas are famous to-day, arranged 
for violin and piano, 

BACH, 1750, Eisenach, has written 
several concerti for the violin and six un- 
accompanied sonatas. The famous Cha- 
conne is from one of these. Schumann 
said of Bach, “He was a man to whom 
music owes almost as great a debt as 
religion owes to its founder.” 

HANDEL, 1750, Halle, Saxony, the 
giant contemporary of Bach, has left some _ 
beautiful sonatas for the violin. 

GAVINIES, 1775, Bordeaux, was a son 
of the celebrated violin maker. He has left 
a book of very valuable, difficult studies, 
24 Matinées. 

MOZART, 1775, Salzburg, began to 
study at about the age of three. ‘His 
father was a violinist. Mozart proved 
himself a genius of the first rank. His 
best known compositions for the violin are 
his sonatas, of which he wrote about forty. 

KREUTZER, 1800, Versailles, started 
to study at the age of five. At thirteen 
he played a composition of his own in 
public—a concerto. He was first-violinist 
at the Paris Opéra, and led the court band. 
Beethoven dedicated to him his finest violin 
sonata, which has since been called the 
Kreutzer Sonata. Kreutzer’s great claim 
to unfading remembrance is his Forty-Two 
Studies which remain supreme among all 
violin studies. The famous “Number Two” 
is probably the best known study in the 
world. 

BEETHOVEN, 1800, born at Bonn, 
wrote ten sonatas for violin and piano, 
which have never been excelled. One, 
styled the Kreutzer Sonata because it was 
dedicated to that great violinist, is con- 
sidered by many -to be the most beautiful 
thing ever written for the violin. 

FIORILLO, 1800, Brunswick, is remem- 
bered because of his Thirty-Six Caprices. 
These rank along with the caprices of 
Rode and almost with the “Forty-Two” 
of Kreutzer. They are not so difficult as 
the studies of Gaviniés. - 

VIOTTI, 1800, Fontanelle, pupil of Pug- 
hani, won immense success as a_ soloist 
and director of grand opera. Modern 
violinists are indebted to him for a large 


(Continued on page 305) 
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Ir 1s safe to say, I believe, that the 

‘majority of ‘cello students would play the 

- following passage, not as indicated in 
4g (the correct way) but as in Db: 


oS 
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Many students of bowed instruments 
eem incapable of making a crescendo or 
Baectescendo other than on a single note. 
EThey do not think in terms of phrases. 

This is partly due to a lack of mental 

application and partly to a faulty thethod 
of holding the bow or of moving the wrist 
and arm to secure smooth bowing. With- 


Bowing Phrases . 


By CaroLinge V. Woop 


out good bowing one cannot have good 


phrasing — and phrases are musical 
sentences. 
A flexible wrist is important. The bow 


should always cross the strings at a right 
angle, never obliquely, and should be drawn 
slowly and evenly for its full length. In 
‘cello playing the pressure of the first 
finger on the bow grip largely controls 
the volume of tone. The change of bow 
should be made as nearly imperceptible as 
possible. Another good exercise is to 
start the bow forte (the hair must “bite” 
the string at the start), gradually di- 
minishing the tone. 

It is hard to tell in print how to bow an 
instrument. Nevertheless, some excellent 
treatises on the subject have been written 
and will be found a great help, whether 
they supplement a teacher’s instruction or 
furnish the chief source of information. 


Writers for the Violin 


number of duets for two violins. Very 
popular, too, are his concerti, which, being 

not very difficult, form an excellent in- 
troduction to concerto playing. 

RODE, 1800, Bordeaux, learned to play 
the violin from Viotti. He composed many 
violin concerti, brilliant and melodious. 
His Twenty-Four Caprices rank second 
only to Kreutzer’s studies, than which 
they are rather more difficult. Rode has 
left besides some duets for two violins, 
of moderate difficulty. 

PLEYEL, 1800, was born in Austria, 
the twenty-fourth child of a village school- 
master. He studied under Haydn and 
wrote much chamber music, including vio- 
lin duets, which is very deservedly popular 
among players of moderate attainments. 

CAMPAGNOLI, 1800, near Bologna, 
wrote some excellent studies. His Seven 
_ Divertissements are very well-known. 
They include one piece for each of the 
seven violin positions, and no better test 
of one’s knowledge of the fingerboard 
exists. 

MAZAS, 1825, Beziers, taught in the 
conservatoire of Paris. His Seventy-Five 
Melodic and Progressive Studies are fa- 
mous, and no violinist can afford to be 
ignorant of them. He wrote also a number 
of excellent duets for two violins. 

MAYSEDER, 1825, Vienna, left a num- 
ber of useful duets. 

MENDELSSOHN, 1825, Hamburg, 
came from a wealthy home. He is hon- 
ored by violinists as the composer of a 
wonderful Violin Concerto. 


! 
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CHARLES de BERIOT, 1850, Louvain, 
taught, among others, Vieuxtemps. His 
concerti are very popular. He wrote also 
a number of Themes Varieés for the violin. 

VIEUXTEMPS, 1850, Vienna, studied 
under de Beriot. His compositions include 
five concerti, of much value both ta the 
soloist and the student, and many smaller 
works. 

KALLIWODA, 1850, Prague, has writ- 
ten, among other things, a number of very 
useful violin duets for not very advanced 
students. 

SCHUMANN, 1850, Saxony, having 
crippled a finger, by a device intended to 
help his- hand, abandoned the piano and 
turned composer. He has left several 
sonatas for violin and piano and many 
beautiful melodies of his have been ar- 
ranged for violinists. 

WIENIAWSKI, 1875, Lublin, is notable 
chiefly on account of a number of very 
original violin solos which he wrote. These 
include two fairly simple polonaises, con- 
taining brilliant chord passages, and the 


Legende. 
DONT, 1875, Vienna, produced some 
excellent studies, including his Twenty 


Progressive Exercises which are worthy 
to rank with those of Kreutzer, Rode, Fio- 
rillo and Mazas. 

SITT, 1875, Prague, has -written con- 
certos and a large number of excellent stud- 
ies of elementary and varied grades. 

Having come to the end of “Notable 
Names,” it is recommended that the student 
commit them to memory—not a big task. 


Gricks Ghat Crick 
By.E. §. 


Ir ts curious how we overlook weak- 
nesses of finger, wrist or arm until pain- 
ful necessity points us to their crying 
need. There is the weak fourth finger on 

' the left hand which we will not employ 
_ even when its use is obviously called for. 
There is the sidewise movement of the 
right wrist, so necessary at point and nut, 
which we go to all sorts of awkward 
{ _ lengths to avoid. There are the higher 
positions which we try to shun by choos- 


‘ 


\ 


ing pieces that do not go above the third. 

What does this maneuvering amount to? 
It simply means that sooner or later we 
must exercise those unused little finger 
muscles until they can act independently, 
that we must do long bow strokes hour 
on end until proper transition is taught, 
that we must soar sky-high and stay there 
many dizzy moments to accustom our left 
hand to the fifth, sixth and seventh posi- 
tions. 


“In cases where there is only an odd note, or two or three, or a chord 
or two to be played pizsicato, it is usually advisable to pluck such with the 
first finger of the right hand, the bow being held as usual with the thumb 
and other fingers. In long passages, however, it is, as a rule, safer to 
allow the nut of the bow to fall into the palm of the hand while the thumb 
thus released maintains a steadying effect against the side of the finger- 
board, and the first finger, also released, plucks the strings.’—Joun Dunn, 
cule ele aes 
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You ask three things 


ab a violin string 


As AN artist, seeking perfection, your con- 
stant quest is for a durable string, a true 
string, a smooth string. And the Armour 
“Concert Master” is all three. 


Only the freshest and finest sheep gut is 
selected for “The Concert Master.” As a re- 
sult, it will equal or outlast any other string, 
for quality determines durability. 

“The Concert Master” is so accurately 
trued that every string, from end to end, has 
less variation than one-sixth the thickness of 
a human hair. The precision of this truing 
precess, and the scrupulously careful finish- 
ing which follows, produce a string that is 
incomparably smooth. This microscopic ac- 
curacy is guaranteed by marvelous machines 
to which Armour has exclusive rights. 


“I take pleasure to acknowledge receipt of the 
Concert Master Violin Strings which you sent 
me.I thought them excellent in every regard. 
They can stand any comparison with the best 
European product.’’—Carl Flesch (Formerly 
head of Curtis Institute of Music, Phila., Pa.) 


Distinguished artists—among them, Fritz 
Kreisler, Rudolph Mangold, Pietro Aria and 
Otto Meyer—use and approve “The Concert 
Master.” Try a set on your own violin and 
send for the unusual brochure, “30 Promi- 
nent Violinists Write a Book,” written ex- 
pressly for those interested in finer violin 
strings. Your dealer has them or can get 
them for you. Armour and Company, 


Dept. E-4, Chicago, Illinois. 


theo 


Concert Master 


Faust School of Tuning 


STANDARD OF AMERICA 
ALUMNI OF 2000 


Piano Tuning, Pipe and 
Reed Organ and Player 
Piano. Year Book Free 


27-29 Gainsboro Street 
BOSTON, MASS. 


WORLD’S FINEST STRINGS 
FOR VIOLIN, VIOLA, *CELLO 
“HAKKERT” Gut and “JOACHIM ’* Wound Strings 
Violin A, Hakkert. .$0.30; Violin D, Hakkert. .$0. 39 
Violin D, Joachim (aluminum) G 

Violin G, Joachim (pure ay er) 
‘Cello A, "Hakkert, $1. 005, Cello D, Hakkert 


ALBUM OF FAVORITE 
FIRST POSITION PIECES 


FOR VIOLIN AND PIANO 
Price, $1.00 


A volume of this kind is of great value | 
in the violin world. It gives the 
beginner on the violin encouragement 
through the excellent numbers it con- 
tains which are melodious and in- 
teresting yet at the same time easy 
to play. There are twenty-two num- 
bers of real worth arranged in pro- 
gressive order. Teachers here have | 
an ideal volume for instructive pur- | 
poses and beginning violinists will find | 
it just the volume to possess for their . 
recreation or recital needs. 


THEODORE PRESSER fo 


1712-1714. CHESTNUT 
PHILADELPHIA, PA. 


Hakkert ‘Gut Strings ‘(ana in Rotterdam) are being 
used by leading American and European artists. 
Joachim Strings are our own winding, and are of im- 
proved quality. GUARANTEED to give satisfaction. 
Send at once for circular, and catalogs »f VIOLINS, 
ACCESSORIES, OLD VIOLINS AND BOW Ss: 
Teachers and professionals enclose professional card. 
WM. K. LEWIS & SON, Desk 32 
Importers, dealers, makers in exclusive Violin Go ds. 
207 South Wabash Avenue, Chicago, Illinois 


VIOLINS 


Deep, Mellow, Soulful 
We are makers of high-grade violins, 
instruments of the finest tonal quality, 
appreciated by the greatest artists. Kasy 
terms, if desired. Get details today. 

GUSTAV V. HENNING 
302 University Bidg., Seattle, Wash. 
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A "ENGRAVERS 


AND 


“ist LITHOGRAPHERS 


Write to us about anything in this line 


SEND FOR ITEMIZED PRICE LIST 
The Music Supplement of this Magazine is Printed by Us 
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rywhere 
Now Have the Opportunity of 
Using the Same Instruction 
Material Used So Successfully 
at the Brussels Royal 
Conservatory of Music. 


The Glorious Traditions of 
the Royal Conservatory of 
Music at Brussels in Violin 
Playing through such Famous 
Pedagogs as DeBeriot, Vieux- 
temps, Wieniawski, Ysaye 
and now Mathieu Crickboom, 
have set European standards 


for nearly a century. From 
such a source comes these re- 
cently completed wonderful 
Violin Instruction Books. 


MATHIEU CRICKBOOM 
Head of the Department 
for Violin at the Brussels 
Royal Conservatory of 
Music. 


THE VIOLIN - Theory and Practice 
By MaTHigu CRICKBOOM - In Five Books, Each $1.00 


A master teacher's carefully graded course of instruction in 
Violin playing is presented in these five books. This superior 
teaching material is not offered to supplant any of the ex- 
cellent instruction books that have the average juvenile be- 
ginner in mind, but rather to furnish the best course cf 
instruction for beginners of all ages who do not need the 
Kindergarten or primary grade methods of approach to the 
serious study of the violin. The use of this course from the 
second book on solves the teacher’s problem as to material 
for use following the usual elementary instructor. Published 
With English and Spanish Text. 


Mathieu Crickboom also has Selected and Arranged a Wealth 
of Studies and Pieces which Furnish Superb Supplementary 
Material. These are as Follows: 


THE TECHNIC OF THE VIOLIN 
IN THREE BOOKS EACH, PRICE, $1.25 
Exercises, Scales, Arpeggios in all the cones and positions. 


CHANTS ET MORCEAUX DU MAITRES 
IN Five Booxs (Each to Supplement a Book of “The 
Violin-T heory and Practice”) EACH, PRICE, 60c. 


Five books of classical pieces for violin and piano in progressive 
coun’ from the works of Pugnani, Tartini, Nardini, Durante, Benda, 
Lully and others, annotated and revised by Mathieu Crickboom. 


THE MASTERS OF THE VIOLIN 
IN TWELVE Books EACH, PRICE, 75c¢ 


Twelve books of studies from the works of Campagnoli, De Berior, 
Dont, Fiorillo, Mazas, Kayser, Spohr, Leonard, Wohlfahrt, Kreutzer 
and other such writers of excellent violin material, all revised, anno- 
tated and fingered by Mathieu Crickboom. 


Exclusive Publishing Right for North and South America 


THEODORE PRESSER CO. 


EVERYTHING IN MUSIC PUBLICATIONS-—WORLD’S LARGEST STOCK 


1712-1714 CHESTNUT STREET PHILADELPHIA, Pa. 


SEND A POSTAL FOR YOUR FREE “GuIDE TO NEW ‘TEACHERS 


Copy OF THIS VALUABLE BOOKLET ON TEACHING THE -VIOLIN”’ 
A aia NE IO YE IES SRS SORE A RE RIES STORE TER, Ne 


VIOLIN QUESTIONS ANSWERED 


By RoBert Braine 


No question will be answered in THE ETUDE unless accompanied by the full name 
and address of the inquirer. Only initials, or pseudonym given, will be published. 


Art of Violin Making ( 

T. H.—Violin making is a very fascinating 
and interesting art, and I have long believed 
that every violinist should make at least one 
violin, no matter how crude, for the educa- 
tion he could get out of it. For the first at- 
tempts the little work, ‘The Violin and How 
to Make It, by a Professional Player,” would 
serve. Wood, varnish, fittings, trimmings and 
violin-making tools may be obtained from 
any large music house. 


Useless Expense 

WwW. A. H.—Things occasionally happen, 
where the odds are a million to one that they 
cannot happen. Just so with your violin 
with the Strad label. There is only one 
chance in a million that it is a genuine 
Stradivarius. Yet it is not impossible that 
it is one. If you care to go to expense 
which almost certainly will be useless you 
could ship it to an expert for examination. 
He would have to see the violin. 


Guarnerius Label 

Ss. S. J.—It is impossible to reconstruct 
the label from the few letters you send. Pos- 
sibly it is a Joseph Guarnerius label which 
bears the letters, I H S, with a Roman cross. 
These letters stand for “Jesu Hominum Sal- 
vator’—meaning, ‘Jesus, Savior of Men.” 
The probability is that your violin is an imi- 
tation Guarnerius. Under the circumstances 
no one could estimate the value of the violin 
without seeing it. Show it to a dealer in 
old violins, of whom there are several in 
your city. 


The Chances Are— 

G. BH. J.—I cannot find any label of any 
member of the Amati family, famous violin 
makers of Cremona, Italy, which exactly 
corresponds to the label you send. The label 
would seem to indicate that your violin was 
made by a nephew of Hieronymus Amati. 
The chances are that your violin is a copy 
of an Amati and the maker made up a spe- 
cial label for the occasion, as it is not worded 
in the style of the genuine Amati label. 


Kreutzer Accompaniment 

W. O. R.—It is possible to obtain a piano 
accompaniment to the Kreutzer ‘Violin 
Studies,’ although Kreutzer himself did not 
leave any piano accompaniment to this work. 


European Teachers 

. P.—In justice to its advertisers and 
violin teachers who subscribe to Tan Hrupp 
this magazine cannot undertake to specially 
recommend certain teachers to the exclusion 
of all others. (2) When not en tour Prof. 
Ottakar NSevcik lives at Pisek, Czechoslo- 
vakia, Europe. You can get full informa- 
tion by writing him there» You will find 
excellent teachers in any of the large Huro- 
pean cities, and it would no doubt be more 
satisfactory to leave the choice of a teacher 
until you go to Europe. 


Removing Varnish 

J. E. R.—If the varnish on your violin 
which is being repaired is removed with a 
good varnish remover, and the work is skil- 
fully done by a violin maker who you say 
makes fine violins, the wood will not be dam- 
aged in the process. © : 


Five-Four Time 

J. J. B—In the 17th Study of Kayser, 
Op. 20, in 5-4 time, the four dots are placed 
to show the division of the measure. Five- 
four time is made up from 3-4 and 2-4 time, 
so that we have throughout the study, first, 
a measure of 3-4 and then of 2-4. The prin- 
cipal accents would fall on the first and 
fourth counts. Each measure could be 
counted 1-2-3-4-5 or 1-2-3-1-2. If this Kayser 
study was written for professional musicians 
it would be written without the dots, but, 
as it is written for students, the dots make 
the division clearer. 


Imitation Labels 

J. R.—The Stradivarius label you send 
is correctly worded, but so are millions of 
other counterfeit labels in imitation Strads 
found all over the world. The label has 
nothing whatever to do with whether the 
violin is genuine or not, as anyone can buy 
a counterfeit label and paste it in any kind 
of a violin. You could ship your violin to 
an expert for examination, but in so doing 
you would go to almost certain useless treou- 
ble and expense. 


Vibrato Venturings 

A. B. S.—It is practically impossible to 
learn the vibrato from printed instructions 
alone. The best and easiest way is to take 
a lesson or two, from q good teacher, on how 
to perform it. If there is no teacher in your 
vicinity, watch a good solo or orchestra 
violinist do it. You may be able to pick up 
the idea in that way. The best way to do 
the vibrato is by a uniform, regular, to-and- 
fro motion of the hand from the wrist, the 
forearm being quite still. 
in the third or fourth position, with the wrist 
resting against the rib of the violin. Do 
not grip the neck of the violin too tightly 
between the thumb and the base of the fore- 
finger. Rather, hold it quite easily. The 
tips of the fingers are pressed firmly to the 
fingerboard and get their vibratory motion 


Practice it at first . 


from the swinging of the hand. 
before, an ounce of practical demonstration 
by a good violinist is worth a pound of 
printed explanation. 

The pressure of the finger on the string 
is practically the same as in ordinary play- 
ing. A good teacher could show you the 
principle of the thing in a few minutes, 
but I am afraid you will not have much suc- 
cess unless’ you can see jt actually per- 
formed. 


A Paganini Story 

H. G. R.—When Nicolo Paganini, the fam- 
ous violinist, was setting Europe on fire with 
his wonderful violin playing, all sorts of 
fantastic stories were told about him, most 
of which had not the slightest foundation in 
fact. The story about which you inquire is 
that, when his mother was on her death bed, 
the great violinist inserted one end of a rub- 
ber tube in her mouth and the other end 
through one of the sound holes in his Guar- 
nerius violin, the idea being that she would 
breathe her last breath into the violin. It 
was then claimed that the tones of her voice 
could be heard mingled with .the tones of the 
violin when Paganini played it. It is quite 
certain that this story is a silly invention. 


Right Mand Pizzicato 

_ T. O. L.—The pizzicato of the right hand 
is performed by plucking the strings with 
the first finger or alternately with the first 
and second fingers. If two fingers are used, 
great speed can be developed. Passages in 
pizzicato gain in brilliance by using as many 
open strings as possible. Very strong pres- 
sure of the fingers of the left hand on the 
fingerboard will assist jn making the tones 
sound clear. 


Fantasia on “Il Trowatore”’ 

L. K.—There is a fantasia on airs from 
Verdi’s “Il Trovatore” by Delphin Alard, 
the French violinist, which might be what 
you want. It can hardly be played by any 
violinist who cannot play the Kreutzer stud- 
ies really well, as some parts are rather dif- 
ficult. It is effective for concert use, al- 
though not used by concert violinists of the 
first rank. 


Metronome Marking. 

J. C. H.—Unless a definite figure at which 
to set the metronome is given on the com- 
position, you will have to get the informa- 
tion from your teacher or some musician who 
is acquainted with the composition, for all 
the best known musical terms which deal 


with speed at which a composition is to be ~ 


played, such as Allegro and Andante, cover 
a good many degrees as marked on the met- 
ronome. Take several pieces simply marked 
Allegro, for instance. Each may be taken at 
a somewhat different rate of speed. This is 
where custom and tradition come in. Ex- 
perienced musicians know the approximate 
speed at which compositions should be 
played. Many composers write exact met- 
ronome marks to their compositions and all 
should do so. 


Violin Fittings. 

I. L. O.—You can get violin-making tools, 
wood for making violins, varnish and fittings 
of all kinds from any of the wholesale music 
houses in the large cities. For the start, 
the little work, “The Violin, and How to 
Make It, by a Master of the Instrument,” 
will be sufficient. If you develop into an 
expert violin maker, there are many other 
works more extended and more scientific in 
character. 


The World’s Greatest. 

H. B—The palm of having been the 
world’s greatest violin maker is almost uni- 
versally accorded to Stradivarius. However, 
Joseph Guarnerius has many friends, and 
some great artists use Guarnerius violins in 
their public concerts, in preference to 
Stradivarius. 


Preparing for Concert Work. 

H. C.—It would be somewhat difficult for 
me to give dependable advice without hear- 
ing the young lady play and judging of her 
talent and personality. The concert profes- 
sion is so crowded at present with young 
violinists who have finished the study of 
their professions at from fifteen to twenty 
years of age that it is almost impossible for 
a new comer who has had a later start to 
get a foot-hold in concert playing. Your 
idea that she could take another course in 
conjunction with her studies as a concert 
violinist is a good one, so I would suggest 
that she study the course for public school 
musie teaching. She could go on with her 
piano studies, in which she already has a 
good start. Enter her in some good con- 
servatory, as a student for concert violin 
playing, together with courses in public 
school music and piano playing. In this 
way she will have something to fall back 
on if she fails to make good in concert work. 
2. I am sorry that in justice to its adver- 
tisers Top Erupp cannot recommend any spe- 
cial school or teacher. Send for catalogues 
to schools in Philadelphia and New York. 
3. There is a great demand at present for 
teachers for public school music, both in 
teaching class singing and orchestra work, 
as well as class violin work, 


As I said 


It is purely a matter of taste. - 


KING TRIALS 
* TRUE TONE 
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__WE TEACH YOU THIS PROFITABLE 
FESSION AT HOME DURING SPARE TIME 


\Send for FREE copy of the 30th ANNIVERSARY 
ITION of our book, “WINNING INDEPEN- 
JENCE.” Read how students master tuning with 
-TUNE-A-PHONE and WHY our graduates 
the profession in all parts of the world. With 
ot’s patented devices, tools, charts and les- 
one learns quickly and easily. Low tuition: 
terms. Diplomas granted. MONEY BACK 
NOT SATISFIED. $10.00 to $25.00 a day, 
Poo opportunities and an ideal profession 


ANT SCHOOL OF TUNING, 32 Bryant Bldg., Augusta, Mich. 


Attention, Piano Teachers! 
METRONOMES 


‘An Invaluable Aid in the 
‘raining of the Piano Stu- 
nt. ives the Correct 


Tempo and Teaches an Ap- 
preciation of Rhythm. 


“Our Metronomes are of 
‘the finest quality and 
fully guaranteed. 


Have Your Dealer Make 
a Demonstration 


KRAUTH 


-BENNINGHOFEN 
~ Hamilton, Ohio 


ral 


Send for illustrated catalog and 
special folder on musical and 
other club emblems. 


C. K. GROUSE Co. \X 
91 Bruce Ave., North Attleboro, Mass. 


a Tasintk@anT Avie o 
-EARN JAZZ PIANO PLAYING 


.xel Christensen’ S$ wonderful instruction book shows how 
© "jazz up’’ any tune, with breaks, fills, blues, chord 
ork,etc. Sent postpaid for $2. Send for free booklet re- 
arding Home Study Course and books on all instruments. 

‘eachers wanted where we are not represented. 


AXEL CHRISTENSEN SCHOOL 


juite 462. 20 E, Jackson Street, Chicago, III. 


10a week athome. Allor part 
othing to sell. We ites h Peon at 


Men or women earn $25 to 

time Fascinating work 
ome. Furnish all tools and materials. 

STUDIOS. Dept. D-3. 427 Diversey ie Chicago. 


PIANISTS - TEACHERS 
Just out. 5 tunes a modern syncopation as played by 
recording artists. 20 pages. Excellent forteaching 50c. 
THOMAS MUSIC €0-1111 Griswold , Detroit, Mich. 


Kill The Hair Root 


Ay method is the med way to prevent the hair from grow- 
ng again. Easy, pa , harmless. No scars. Booklet 
ree. Write today Enclos! ing 3 red stamps. We teach Beauly 
‘ulture. D. J. Mahler, 144-A Mahler Park, Providence, R.1. 


FavoriteSongs of the People 


A VALUABLE COLLECTION FOR SCHOOL, 
HOME AND COMMUNITY SINGING 


20 Cents a Copy—Npecial 
Prices on Quantities - 


Execells any collection of this 
Includes all the favorites, old 
sacred and secular, grave and 
all love to sing. 
THEODORE PRESSER CO. 
1712-1714 Chestnut St. Phila., 
Everything in Music Publications 


PIANO JAZZ 


oe modern Piano Jazz taught by mail. Note 
ear. Easy ae lessons for adult beginners, 
iso Self-instruct ion system for advanced pianists. 
Learn 358 Bass S reaks, hundreds 
4 prick nding, 
Effects; a and 

Sy Thatest Radio Record Style. 
Booklet. 


Waterman Piano School, 1836 W. Adams St. Los Angeles. (al. 


RAYNER RANT TERS 


and IC PRIN! ERY 


; PUBLISHER OUR REFERENCE 
~~ WRITE FOR PRICES ~ ~~ 


2054 W. LAKE ST. CHICAGO. IL 


Price, Low 


character. 
and new, 
gay, that 
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tyles, 976 Jazz 
ot Rhythms, a, Stomp and 


Harmony 
ieWrite for free 


When you write to our advertisers always mention THE ETUDE, 
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(Creative Power 


By ANNA E.G 


THERE IS no subject of greater im- 
portance to the student than the use he 
makes of the practice hour, for on this 
hinges many of the failures and most 
of the successes of the musician. The 
student, particularly if he be advanced in 
his study, can learn to his great advantage 
the secret of creative practice—that type 
of study at the instrument which creates 
a spiritual and intellectual richness which 


in time becomes an abiding force in art 


life. 
The student has near at hand a small 
notebook containing music scdre paper. 


When he begins the study of a new com- 
position he first plays it through carefully 
and finds the passages which are tech- 
nically difficult for him. He then copies 
these passages in his notebook. 

After this has been done he lays the 
piece aside and for several days studies 
these passages, first saying each aloud 
until it is perfectly familiar to both eye 


GEORGE 


and tongue. His next step is to practice 
each on the piano until he has thoroughly 
mastered its technical difficulties. Now 
he is ready to begin the study of the piece 
as a whole. 

If he has adhered faithfully to this 
process of study, he finds that he now 
has no “stumbling blocks” in his play- 
ing, that the,most arduous part of the 
work has been done, and that the picce 
or etude, as the case may be, is still 
fresh and interesting. This leaves him 
free to give the greater part of his at- 
tention to the interpretation. 


There are other benefits to be derived 
from “creative practice.’ When the stu- 
dent wishes to review a number the “dif- 
ficult passages” may easily be found in 
his notebcok and subjected first to the 
polishing process. This not only com- 
pletely eliminates the “stumbling habit” 


but at the same time establishes the yalu- 
able habit of real study which after all 
is the “keynote” of success. 


Simple Helps for Beginners of Scales 
By A. R. MCGREGOR 


THe first five major scales C, G, D, A, E, 
require only one rule—to establish the fin- 
gering of 1, 2, 3, 1, 2, 3, 4, played with 
hands separately. 

At first there should be one note to a 
count, played in 44 time, one octave only. 
The wrists are relaxed and turned outward 
and the little finger side of the hand is held 
high so that the thumb can pass under the 
curved fingers easily. 

Two notes are now played to one count, 
one: octave only being used, with hands 
taken separately. This necessitates playing 
that octave four times to bring the last do 
or one of the scale to an end on the accent. 
The key note is thus played five times. 

After those scales are learned two notes 


to a count they are played three notes to 
count, then four. The practice of 
scale is continued round and round 
until one reaches the key note on the first 
beat of the measure, thereby establishing 
rhythm and correct fingering. 

Next comes the scale of B 
sharps, beginning with the fourth finger 
of the left hand. At this point one thinks 
of the fingers as groups of two and three 
to fit the black key groups of twos and 
threes. The second and third fingers fit 
the group of two, and the second, third 
and fourth fingers fit the group of three. 

In the flat keys that spell the word 
b, e, a, d, the left hand must begin on one 
or do, with the third finger, 


one 
each 


major, five 


(onnecting Staff and Keyboard 
By W. HANLON 


A sIMPLE home-made device will serve 
to help the child visualize the relationship 
of keyboard to staff. An outline of one 
octave, C to C, with both black and white 
keys represented in their actual size, is 
made on cardboard (7% by 5% inches). 
This the child slips behind the black keys 
of the piano in a standing position, He 
slides it along to fit any such octave and 
in this way learns the letter names of the 
keyboard. 

When he has become accustomed to the 
use of this he makes two other cardboards, 
each 9% by 4 inches. On these he draws 
lines such a distance apart as to corre- 
spond to the letters on the first cardboard 
or to the piano keys. On one of the card- 
boards he draws the bass clef and on the 
other the treble. The child is then shown 
the relation between the staff-pictures and 
the keyboard picture, the first two being 
placed in proper position with respect to 
the last. Next, two similar card-board 
pictures are made, but with whole notes on 
lines and spaces with letter names beneath. 

In order to make it clear to the child 
that the C on the added line above the 
bass clef and the C on the added line be- 
low the treble clef are the same, a card- 
board is made sixteen inches long and 
eight inches wide. On this is written both 
clefs- and octaves with the one added line 
between. The notes and letters should be 
so placed as to fit the keys, as before. 
From this chart the child gets not only the 
correct notion of the position and usage of 


middle C, but also visualizes the continu- 
ous procession of notes and tones from 
low to high as they appear on the key- 
board. 

These devices which serve as stepping- 
stones from the keyboard and its letters 
to their place in the music book can easily 
be made by the child with the mother’s 
assistance. 


Gaking Snapshots 
By A. E. CAMPBELL 


LitrteE FOLKS and big folks have oc- 
casionally great difficulty in memorizing 
several measures in their composition. Tell 
them to take a snapshot of the “tricky 
passage.” The picture in their mind will 
be an exact copy of the printed notes. You 
will be surprised how this human camera 
works. 


arantee, 


Style 12, $275 


iid we any Case 


notes—4 ‘Yeet <a 


Piano $275 


DIRECT FROM ar 


FREE TRIAL UNTIL JULY! 
IN YOUR OWN HOME 
Hear its richinspiringtone. 40,00 inuse. 40 year 
Pianos, Player Pees and Grands. 
styles to choose from. S 
factory. Wepayall freight. Ea 
Returnable at our expense. 
Write Today for “The 
formation about Pianos’ 
WING & SON, Founded 1868-6181 Year 
Dept. 55-84 13th Street and 9th Ave., New York, N.Y 


It identifies you as one in touch with the higher ideals of art and life, 
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White Teeth 


are no 
Security 


As 4 persons out of 5 after forty and 
thousands younger know, greatly to their 
sorrow, Pyorrhea ignores the teeth and 
attacks the gums. 

When you brush your teeth, brush gums 
vigorously with the dentifrice that helps 
to firm gums and keep them sound (dis- 
ease seldom attacks healthy gums). For- 
han’s for the Gums is such a dentifrice. 

Try it. You'll be delighted with the 
results. 

This dentifrice, more than an ordinary 
toothpaste, refreshing, efficient and safe, 
helps to firm gums. In addition, it cleans 
teeth and protects them from acids which 
cause decay. 

Protect your teeth and your health. 
Visit your dentist regularly for inspec- 
tion. Start using Forhan’s, every morning, 
every night. Get a tube from your druag- 
gist, today. 35c and 60c. 


Formula of R. J. Forhan, D. D. S. 
Forhan Company, New York 


Forhan S for the 


gums 


AS YOUR GUMS 


YOUR TEETH ARE ONLY AS HEALTHY 


MUSICAL READINGS 


The clever pianologue merits a place on every enter- 
tainment program. For either stage or home use, we 
especially recommend the following as musical readings 
or as vocal solos: 


ANGELINA _. * (Negro) 
CounTING DAIsy PETALS (Humorous) 
DREAMIN’ IN DE TWILIGHT - (Negro) 
HATs é . . ° (Humorous) 
KEEP A SMILIN’ " (Inspirational) 
THE LADIES’ AID : (Hum orous) 
THE LADY WHO Lives Next Door _ (Humorous) 
LEGEND OF A TWILIGHT BELL . (Inspirational) 
THE MISSIONARY BARREL (Humorous) 
THE OLD FAMILY ALBUM (Humorous) 


(Humorous Juvenile) 
(Swede Dialect) 


A PERFECT LITTLE LADY 
SPEAK FOR YURESELF, YOHN 


SPEAK UP, IKE, AN’ 'SPRESS fo) SE'F (Negro) 
STYLE 5 (Humorous) 
TALK, TALK, TALK . : (Humorous) 
TONY ON DA PHONE (Itallan Dialect) 
WHEN MOTHER SANG TO ME (Inspirational) 


THE YOUNGEST IN THE FAMILY 
(Humorous Juvenile) 


In full sheet music form—price, postpaid, each .35¢ 
The set of “Etrupe 1929 Cot.ection,” $5.00. 
Large catalogue of entertainment material on request. 


T. S. DENISON & CO. 
Dramatic Publishers 


623 S. WABASH AVE., DEPT. 73 CHICAGO 


SPARE TIME WORK 


Piano Tuning pays easily $2 to $4an hour. Requires 
about 90 minutes to tune average piano. Pay 
ranges around $5 per tuning. Player work also 
brings big pay. No capital needed. We train you 
thoroughly at home at small cost. Two diplomas 
granted. Get ourfree book—‘Piano Tuning as 
a Business.”’ 
MACK INSTITUTE 

Crafton Station, ET-14 - Pittsburgh, Pa, 


hipped direct-from- 
terms arranged. 
Ric! ran tone, 
Book of Complete In- 
and our offer FREE! 
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THE ETUD. 


A Specific Piano Method for Every Nee 


The Age and Individuality of the Pupil and the Teacher’s Methods of Instruction Have Much to Do 


With the Very First Work Given the Pupil. This Page is Valuable to the Teacher for Immediate Use 
in Selecting Instructors Now for Anticipated New Pupils as Well as for Future Reference and Help 
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It is a Matter of Great Importance to the Teacher Desiring Success to be Informed on the Details of Such Works as These 


TUNES FOR TINY TOTS 
By JOHN M. WILLIAMS Price 75c 


This is a book for the very first lessons with little 
tots around five years of age, but it does not supplant 
the usual instructor rather being designed as a pre- 
paratory grade to such a book, as, for instance, the 
same author's ‘‘First Year at the Piano.” 

The material used is as simple as possible and the 
grading just as gradual as can be. The studies start 


with ‘““Middle C’’ and gradually add notes up and 
down in the treble and bass clefs. 
* @ —)) 
MUSIC BILBRO’S 
SCRAP BOOK KINDER- 
By N. Louise WRIGHT GARTEN 
Price 60 cents BOOK 


This little book fur- 


nishes a dozen and two 
lessons for the very 
young beginner in the 


kindergarten stage, prac- 
tically every little exer- 
cise or piece having 
accompanying text that 
guides the child student 
in obtaining the proper 
knowledge and _ finger 
facility to be gained in 
the playing of each par- 
ticular exercise. 
=»: 
MIDDLE C AND 
THE NOTES 
ABOVE AND 


BELOW 


By Livre Avreit 
Simmons 
Price, 75 cents 
This is a very) attrac- 
tive little volume for 
the juvenile beginner. 
Even the very first les- 
son using “‘Middle C’’ 
with the treble clef and 
the “*B’’ below in the 
bass clef has a little 
verse that lends interest. 
The other little pieces 
have verses and also are 
illustrated. 
~~ 
ADULT 
BEGINNER’S 


BOOK 


By Caroune I, 
Norcross 
Price, $1.75 
Where the average in- 


structor endeavors to 
cover each step thor- 
oughly and progress 


gradually, this book, in 
order to satisfy the 
adult beginner's wish 
tor quick progress, soon 
has the student playing 
studies and excerpts 
from the compositions 
of the best composers. 


*¢ 


By Marnuivpe Birsro 
Price 75 cents 


In this book, little 
children are guided in 
their very first musical 
study with simple mate- 
rial, using only the 
treble clef until ac 
quaintance is made with 
time signatures, eighth 
notes and the G Major 
scale, before the bass 
clef is introduced, 


~~) 


A BC OF 
PIANO MUSIC 


By Mrs. H. B. Huvson 
Price, 50 cents 


The tiniest tots with 
this book can be taught 
to pick out little pieces 
at the keyboard, gaining 
confidence at the key- 
board before learning 
any notation, since only 
letters are used. 


=p) 


THE MODERN 
GRADED 
COURSE 


By Henry EpmMonp 
Eare 
3 Grades 
Price, $1.00 each 


This- graded course 
covers -only the first 
three grades and in the 
first-grade book, which 
goes into scale study, 
the pupil is introduced 
to both clefs at the be- 
ginning and then is 
given helpful, progres- 
sively arranged first- 
rade studies, selécted 
rom the works of the 
world’s best known 
standard writers. 


D 


BOOK FOR OLDER 
BEGINNERS 
By JOHN M. WILLIAMS Price, $1.00 


While this has been called an instruction book for 
adult beginners in the art of piano playing, it will be 
found very fitting for those older boys and girls, say 
14 years and beyond who cannot be taught very: well 
with the more juvenile material found in most first 
instructors. 

Then again, the older the student, the greater the 
desire to reach quickly the stage where satisfying 
numbers can be played. The “Book for Older Be- 
ginners’’ does this almost immediately after covering 
the rudiments, by introducing easy arrangements of 
old folk songs. 


TEACHERS MAY SECURE 
ANY OF THESE WORKS 


FOR EXAMINATION 


MUSIC PLAY FOR EVERY DAY 
“THE GATEWAY TO PIANO PLAYING” 


‘‘Music Play for Every Day’ meets the modern 
demand for a very first instruction book that makes 
music study irresistible to littlé-students of the ages 
between five and eight or nine. Instead of confront 
ing the child with pages that convey the impression 
of difficult things to be learned and many hours of 
work in music study, this book gives the child a 
start as upon a choice adventure in the land of 
music. The lesson periods are “‘playtimes,’’ in 
which progress is made in piano playing through 
game-like study, story-like reading and charming, melody-filled little pieces, 
many of which have clever verses. Little stories about the great masters, with 
cut-out portraits, and a hundred or more pictures throughout the book, aid in 
making music study just as captivating as possible to the little beginner. 

With “‘Music Play’’ there comes a keyboard guide which is in the form of a 
large Grand Staff, with incidental illustrations, to fit behind the keys of the 
piano for the first lessons at the keyboard. 

Teachers will find this a superior first instructor, not only for individual in- 
struction of young beginners, but also for use in class instruction of children 
who still have but one figure for the years of their age. The first note defi- 
nitely placed by the student is “‘Middle C’’ and this, as well as each notation 
and keyboard lesson following, embraces both clefs. With “‘Music Play’’ even 
the non-musical parent may co-operate with the teacher by supervising practice 
and study. 


CompLeTE—Price, $1.25. In Four Booxs—Price, 40 cents each 
In TWENTY SEPARATE “PLAYTIMES’—Price, 25 cents each 


@ D 


STANDARD GRADED COURSE 
OF STUDIES 


ORIGINALLY COMPILED AND EDITED BY THEODORE PRESSER 
AND W. S. B. MATHEWS 


Teachers can well afford to start earnest students or those showing the most 
promise in the very first grade of this famous “‘Standard Graded Course of 
Studies,’ since it but briefly introduces the elements of music and then imme- 
diately gives exercises, placing the hands naturally upon the piano keyboard 
from then on. 

Then, after a score or more helpful one and two line exercises with both 
hands in the treble clef, the bass clef is taken up and further progress made in 
exercises rounding out a knowledge of notation, adding velocity, meeting easy 
finger extensions, various rhythms, etc. The carefully graded studies progress 
without meeting any forbidding difficulties, yet at the same time gradually 
present all of the essentials in elementary technique. 

Just as will be found throughout the entire ten grades of *‘Standard Graded 
Course,’’ the material in this first grade provides the most rapid progress 
possible with thorough training and the material used represents the most dis- 
tinctive and practical studies, exercises and little study pieces, selected from 
the foremost composers and the greatest writers of piano study material. 


PUBLISHED IN TEN GrapEs (Ten Volumes)—Price, $1.00 each 
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BEGINNER’S BOOK 


By THEODORE PRESSER Price, $1.00 


Many teachers like this instructor, because it gives the pupil but one clef 
in the beginning, thus making it possible for the young student very soon to 
play attractive little exercises and melodious little pieces. Even several little 
duets with the teacher are enjoyed before meeting the bass clef, any of the rests 
or any note division smaller than a quarter note. Throughout only the most 
attractive and most practical exercises are given, with much of the material in 
the form of pretty little pieces that delight the young student. First grade of 
study up to, but not including the scales, is covered in the ‘‘Beginner’s Book.” 


D 
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FIRST STEPS IN PIANOFORTE STUDY 
Compiled by THEODORE PRESSER Price, $1.25 


This was one of the first beginner's methods to depart from the cumbersome 
instruction books of the past generations and it still is a great favorite with 
many teachers, because it does gain results. It does not have the extreme 
juvenile appeal of some works issued in the last tew years, but it is suitable 
for children around ten years or older. The author has selected very expertly 
from all of the best elementary material, just such little study pieces and 
studies as to take the student well through the first grade of work. After a 
half dozen lessons or so utilizing only the treble clef, the bass clef is introduced. 


PUBLISHED BY 


THEODORE PRESSER Co. 


1712-1714 CHESTNUT STREET PHILADELPHIA, PA. 


NEW RHYMES AND TUNES 
FOR LITTLE PIANISTS 
By HELEN L. CRAMM Price, 75¢ 


This is one of ‘the most popular and most successful 
accessories for use with any system of elementary tech- 
nical instruction, where both clefs are taught from the 
beginning. It is one of the most modern and fresh 
teaching works that one can find for little pianists, 
although it preceded by a number of years many of 
the works now on the market favoring instruction in 
both clefs from the beginning. 

Notes up and down from *‘Middle C’’ are taught 
one at a time with very attractive little pieces having 
rhymes that inculcate a rhythmic feeling. Several of 
the numbers are attractive little teacher and pupil 


duets. 
G 
FIRST-GRADE 
STUDIES 


By L. A. BucBeze 
Price, 90 cents 

Thousands of copies 
of these studies are used 
annually by teachers 
who want supplementary 
material in connection 
with the usual first in- 
structor, after the pupil 
has learned the rudi- 
ments. The first few 
studies or little study 
pieces are in the five 
finger position with both 
hands in the treble clef. 
Then, the bass clef is 
introduced and progress 
made through some of 
the most essential phases 
of first grade technique. 


jp . 


BILBRO’S 
FIRST-GRADE 
BOOK 
By Marui.pe Bitsro 
Price, $1.00 

Young beginners above 
the kindergarten age are 
carried along nicely with 
these gratifying little 
pieces and studies until 
the beginner is quite 
proficient in first-grade 
work, utilizing six major 
scales and three minor 
scales. A knowledge of 
both clefs is given from 
the very beginning. 


g 


D : 
THE PIANO 
BEGINNER 


By Louis G. Heinze 
Price, 70 cents 

Piano beginners will 
secure a good technical 
foundation through these 
studies, selected from 
such authorities as 
Czerny, Beyer, Gurlitt, 
Berens, Diabelli and 
others. Studies with 
both hands in the treble 
clef are given before 
presenting the bass clef. 
This is not an instruc- 
tor so much as a supple- 
mentary work, since all 
the rudiments and the 
elements of notation 
must be learned through 
other material. 
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A MODERN 
PIANO METHOD 
FOR YOUNG 


STUDENTS 
By H. G. Neery 
Price, $1.00 

While many teachers 
of advanced students ap- 
ply the principles of re- 
laxation and _ weight 
technique, this method 
applies these principles, 
which are fundamentally 
the playing movements 
of great artists, from the 
very beginning of piano 
instruction. hose in- 
terested in more about 
these principles would 
find it interesting to 
read Mrs. Noah Brandt's 
little book ‘Science in 
Modern Pianoforte Play- 
ing. 
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FIRST YEAR AT THE PIANO 


By JOHN M. WILLIAMS 


Price $1.00 


“First Year at the Piano’’ provides a progressive 


and modern beginner's book, ideally suited for the 
average pupil in the ages between nine and twelve or 
perhaps a little older. While the material presented 
has been made as attractive as possible rhythmically, 
melodically, and by the use of words (as a help to 
correct phrasing), the material succeeds in soon giv- 
ing the student an easy and expressive technique. 

Both clefs are used from the beginning and by the 
time the student has finished the pleasurable first year 
of study with this book, the very first scale work has 
been attempted, phrasing is well understood and an 
excellent foundation secured for future development 
into a proficient pianist. The last section gives a 
score or more favorite melodies from operatic, class- 
ical and folk song sources, these having cleverly sim- 
plified arrangements with a full sounding, yet easily 
played support to the melody in each. 


PROMPT DIRECT MAIL 
SERVICE. CATALOGS 
CHEERFULLY GIVEN 


ETUDE 


fe 


MopERN PSYCHOLOGISTS. are carefully in- 
tigating what happens to the listener 
en he hears a piece of music. Recently 
book comprised of a series of essays 
y various eminent scholars has been pub- 
ed under the title “The Effects of 
sic,” edited by Max Schoen. From an 
by Otto Ortmann, it is interesting 
learn that our ears and rhythmic sense 
‘not the only physical factors involved. 
divides the “non-auditory” responses 
music into four departments: visual, 
esthetic, olfactory and gustatory. 

f these,” says Ortmann, “vision is for 
' purposes the most important. In its 
ic stage, the sensorial two elements 
ction, brightness and color. The gold 
the harp, the brilliant hue of the brass 
truments, the soft grey light of the 
itorium, the delicate pink of Mrs. 
ith’s new evening gown, are color-sensa- 
s that very few concert-goers do not re- 
ive. The list could readily be extended. 


Letters From 


A Reading Game 


To Tun ETUDE: 

- When I began teaching, I used to ask the 
mothers of my pupils to draw a grand staff 
yn the child’s blackboard and drill the child 
ym the different staff degrees by pointing to 
sach line and space and asking the child to 
ell the letter name of the degree and to find 
he corresponding key on the piano. 

Later, finding that some of the mothers 
vere neglectful of this, not realizing what a 
1elp it would be to the child in learning to 
‘ead the notes quickly and accurately, I gave 
o each child a large piece of cardboard with 
1 grand staff printed upon it. The children 
ften use these nicely by themselves. It is 
ike a new game to be played. One little 
inger points to the line or space while a 
inger of the other hand finds the correspond- 

g key on the piano. My two little girls of 
ive and seven play it together with much en- 
oyment and profit. — é 
Finding the key on the piano practically 
loes away with the trouble of playing the 
rey at the proper position in the scale but 
n the wrong octaye, a common fault among 
children learning to read music. 

\ - N. M. McCain. 


True Praise 


i, 
[fo THe ETups: 

I have used Tum BHrvupp since 1884, in 
aha al New Hampshive, when I was 
aking lessons from Prof. Batcheldor. He 
‘ave me the true foundation of piano playing. 
Teaching is my great hobby. I have kept 
t up 45 years and have always looked 
o THe Erupe for help. My pupils are taught 
o get their fingers in shape to play the piano 
y reading articles in your wonderful maga- 
ine. These point out to the pupils that I 
ot teaching the correct way of playing the 
iano. 

I wish every teacher and every scholar of 
nusic would read your magazine, for I be- 
ieve it gives the greatest benefit of any 
aper published in this world today. 

f- J. S, Parks. 


- Select Your Dealer with Care: 


‘0 THE ETUDE: 

I have just been considering the article, 
Keep Your Piano in Tune,” published in the 
farch issue. 

I commend your effort to spread correct 
nowledge about the piano. But to a de- 
ree I take issue with some statements in 
he article. For instance, the author says, 
There is no such thing as a piano standing 
nh tune month after month.” I understand 


- point, but to be truthful he should have 
dine 


ed “except an occasional piano through 
¢ ate combination of good quality and 


” 
ta an earlier paragraph he discusses at- 
pheric changes, no doubt having in mind 
apartment with some form of 
uniform heating. In this country 
smaller northern towns, where the 
is in a room heated only occasionally, 
pitch is higher. 
‘statements were often. incomplete, 
re half truths and only confusing to 
a ‘a individual who is the one we wish 


ler point: he states, ‘On the whole, 
guarantee of worth in a piano is 
utation of its maker.” This is a sat- 
Statement, as far as a person in my 
is concerned, but again one that 

g and really dangerous for the 
have proven hundreds of times 


Tlusic for Sight 
3) By. 


Fa tar 8 


“Are these ‘sensations lost? Unfor- 
tunately, not at all! They lead into visual 
perceptive responses just as auditory sensa- 
tions lead into auditory perceptive re- 


sponses. And with this development their 
importance in musical appreciation in- 
creases. The movements of the orchestral 


conductor, the facial expressions of the 
singer, the bowing of the violinist and the 
key-attack of the pianist are all visual 
stimulations 

“In order to ascertain in a general way 
the ratio of auditory response to non- 
auditory in the normal concert audience, 
the results obtained, allowing again for 
any doubtful cases, still showed less than 
four per cent. of pure auditory response 
and approximately ninety per cent, of 
visual response. Of course, the visa re- 
sponse does not necessarily exclude audi- 
tory response, but it does mean that visual 
impressions were received and hence re- 
acted to.” 


EtupEe FRIENps 


in over thirty 
salesman and dealer. 
with a fine reputation may fall far short in 
musical worth of many that are totally un- 
known to the general public. 

I am interested in promoting music and 


years’ experience as tuner, 


For instance, a piano 


aiding the public in securing the best in- 
struments for their needs at a fair and just 
price, and it is very discouraging to have a 
lady call stating her desire to buy a certain 
well-known make because “Miss Music 
Teacher says it is best’? when the lady her- 
self cannot play a note nor comprehend any 
musie but a tuneful ballad or two, while the 
husband cannot spare over twelve or fifteen 
dollars a month to pay for a piano. 

Selecting a piano calls for more than 
average discriminating powers. If a _ cus- 
tomer feels incompetent, then he should by 
all means spend more time selecting a dealer. 
The right dealer knows pianos, and so 
ean explain actual worth regardless of the 
name on the fall board. He will understand 
customers’ desires, opinions and needs, and 
will tactfully ‘‘serve,’ counting upon an 
eventual realization from the patron. 

Such a dealer cannot carry all makes of 
pianos, but his business policy and connec- 
tions will be such as to command respect of 
the best piano factories so that he may have 
a nice selection of honest instruments (pur- 
chased direct from factory on cash basis), 
grading from the good dependable low-priced 
piano up to the finest (of which there are 
probably a dozen). His statements will be 
sane and will conform to the facts. He 
will demonstrate a piano by showing its 
quality of tone, balance of scale, resonance, 
volume and especially powers of subtle tone 
coloring. He will back this with good tun- 
ing service and the customer then has all 
he can hope to get anywhere any time. 

Frep T. CUNNINGHAM. 


Why Learn Names of Lines 
and Spaces? 


To THE BTuDE: 

In the department ‘Letters from Erupn 
Friends” is a letter ‘‘Teachers Please An- 
swer” from Mr. W. A. Birch, Philippine 
Islands. Mr. Birch asks, in short, why it is 
that learning the names of staff lines and 
spaces is necessary for the singer when the 
solfeggio system allows one to read ade- 
quately at sight without an instrument. This 
is an interesting problem and involves the 
method used. 

Different schools have different methods 
which are followed consistently. For in- 
stance, some use letter names, c, d, e, f, and 
so forth; some use numbers, 1, 2, 3, 4; some 
use a neutral syllable, loo or la; some use 
fixed do; and some use movable do. If the 
desired result is accomplished, and study is 
pleasant and progressive and gets ‘a satisfac- 
tory response through any particular method, 
that method is the one to use. 

The reading of music in the public schools 
has not attained the proficiency of that in 
European schools, a regrettable factor. Chil- 
dren in Europe must be able to read music 
well before they study an instrument. In the 
United States instruments are usually an in- 
centive to music study. ‘ 

It has been shown through tests and meas- 
urements in musical education that the abil- 
ity to read music at sight is an innate capac- 
ity developed through proper’ instruction. 
In your case the a, b, ¢c, d, method was evi- 
dently not the proper one. The system that 
has the advantage is the one suited to the 
needs of the individual. 

It would be interesting to know what sys- 
tem Mr. Birch uses and how all of the mem- 
bers of his class are affected by that sys- 
tem, also, what other teachers have to say 
on the subject. 

ISABELLA TALIAFERRO SPILLER. 
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For particulars address—Edwin L. Stephen, Mar. 
COSMOPOLITAN SCHOOL OF MUSIC 


THE ETUD. 


Difficult Wleasures 


g 
By JosEPH GEORGE JACOBSON 


IN MANY compositions there will occur 
measures which are comparatively much 
more difficult than the rest of the piece. 
But often this difficulty can be overcome 
by reapportioning the notes as assigned 
to right and left hands. This will in no 
way change the idea of the composition 
but will make a smoother execution pos- 
sible and save much practicing. Often 
difficulties seem to be greater for some 


Further on, beginning at the ninth mea: 
ure after the change to four sharps, tt 
following will be much easier especial 


for small hands: 


hands, especially when they are small or 
the fingers weak. The following change 
in Liszt’s D flat Etude, Un Sospiro, has 
been found beneficial when pupils stumble 
over the’ fourth and fifth measures (count- 
ing from the change of key into three 
sharps) : 
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On the last page much ease may | 
gained by giving the left hand more not 
to play than are printed. 


Didn't Know and Didn't Listen 


WHo HAs not met the little (and some- 
times not so little) pupil who, though he 
follows his time values and counts aloud, 
frequently has four beats in his waltzes, 
through the introduction of a pause, ab- 
solutely unaccounted for in the rhythm, 
at the end of each measure? Either he 
“didn’t know” or he ‘‘didn’t listen.” 

These pauses are often due to the fact 
that the measure gives a wider spacing on 
the page between the final count of each 
measure and the succeeding “one” count. 
Most beginners are so conscious of su- 
preme effort in finding the right note with 
the correct finger that they. fail to get the 
effect of the sounds they produce. 

There are three ways of correcting this 
trouble. First, the teacher may explain to 
the pupil anew the function of the bar— 
to indicate to the eye where the dccented 
beat is to come rather than to interrupt 
the steady succession of beats. 

Second, he may suggest that, while play- 
ing slowly, the “one” count should be spe- 
cially accented. This nearly always gath- 


By D. M. Harwoop 


ers the measures into a composite whol 

Third, she may tell the pupil abo 
grandmother’s quilt. Each block is tl 
same size although made up of many di 
ferently sized bits of cloth. 

This is the way measures are made 
music. 

But we have no quilt unless those block 
are firmly stitched together! Suppo: 
some wintry night each block drew 
quarter of an inch away from its neighbo 
Then how could one keep warm? 

At this point the pupil is told to ple 
his piece again. If there are gaps betwee 
a few measures the teacher slyly and smi 
ingly refers to the quilt. Then, when tl 
pupil has the idea developed in his mir 
by his own efforts at his instrument, tl 
instructor plays his piece for him in tl 
“before” and “after” manner. It is 
satisfying to poor strugglers to be’ ab 
to tell when “Teacher” is wrong! Atd 
is so satisfying to have “the quilt all nice! 
stitched !” 


Let’s Pretend 


By ELIZABETH LAWRENCE 


At children love to “pretend,” and a 
teacher can call their vivid imaginations 
into use to train them for poise in playing 
before people. 

As soon as Marjorie has memorized a 
little piece the teacher and she play “Let’s 
pretend we have company.” The teacher 
moves her chair from beside the piano to 
a corner in the studio and the little begin- 
ner sits near her. The teacher pretends 


CONSERVATORY 


BALTIMORE, MD. 


to be ‘the grandmother of a favorit 
auntie or one of mother’s callers and asl 
her the usual questions, such as, “Are ye 
taking music? and, “From whom? The 
she expresses a wish to hear her pla 
Marjorie goes to the piano, standing t 
the stool, and announces her selection.an 
something of importance connected wit 
it: for example, “I shall play Little Harpi. 
by Presser, arpeggios in  six-eight 
rhythm.” Then she seats herself, arrang 
her dress, puts her hands in position an 
plays her little piece from memory. 

Of course the teacher praises her, an 
if there have been any mistakes mad 
resumes the “teacher” pose a few minute 

When real company comes the litt 
performer has the advantage of knowin 
exactly what to do. 


“Norma children, almost without ex- 
ception, possess vivid imagination, either 
an active or a latent state, and the 


isfying results from his teaching must 
appeal to these imaginations and develop 
them to the greatest possible extent. 
__ As a means to this end one teacher has 
found pictures invaluable, since they are 
likely to convey more to a child’s mind 
and awaken more responses in it than do 
words. Her store of pictures collected 
ough the years from various sources 
illustrated many compositions and 
any little+-and some not so _ little— 
Bone little girl who did not like music 
came to this teacher for instruction. 
ong the compositions which she had 
een studying with another teacher was 
ene: charming Airy Fairies. 
“Surely you like Airy Fairies,” the 
Becher said. 
5 “No-o,” faltered the child. “I don't. 
_ But my teacher said it was good exercise 
| for my fingers.” 
q “Yes,” the teacher replied, 
exercise for the fairies’ feet.” 
She looked puzzled. 
- “Are you acquainted with fairies?” was 
the next question. “Let’s look at them 
_in pictures.” And the teacher selected 
- from her collection several scenes of danc- 


“and good 


Pictures Aid Interpretation 
By CARMA Cray 


ing fairies. As the child studied them, she 
was given a few words of explanation. 
Then the teacher hummed Airy Fairies 
and, holding her fingers very lightly, 
moved the child’s arm gently with the 
time of the music. 

“Can't you see the fairies and hear 
them?” the teacher whispered. “Now, 
play Airy Fairies,’ she continued. “Play 
the right notes, of course, and keep the 
right time, but all the way through think 
of the fairies,’ and the pictures were 
placed on the piano before the child. She 
played it over and over, and it grew from 
a dull, mechanical thing to one of interest 
and beauty. At the end she looked up 
with glowing face. “Oh,” she breathed, 
with a long deep sigh, “I didn’t know 
music was like that!” 

Another little girl was playing The 
Parade from “London's Reed Organ 
Method.” “I can’t feel it like a parade,” 
she apologized. 

“Look at my pictures of parades,” the 
teacher suggested, “and see what you find.” 
She studied several carefully but laid 
them aside. Suddenly she picked one up. 
“Why, it’s a circus parade,” she beamed. 
“Look at the monkeys. I couldn’t make 
that piece sound like anything but mon- 
keys, and I understand it now.” 

Of course, this plan takes a little time, 
but it is time well spent and pays, in 
results, a thousand-fold, 


Ghe Gemperature of a Genius 


HerFetz was making his American début 

at Carnegie Hall before a tremendous audi- 

ence. In a box sat Godowsky, the pianist 
and composer, and with him was a certain 
distinguished violinist. Very shortly, it 

was plain that in this newcomer, Heifetz, 
- was an artist who would make the world 
at large happier for his playing, but by 
the same token would fill the souls of a 
good many rival violinists with the pea- 


green essence of envy—geniuses being 
proverbially jealous of other geniuses. 

Almost immediately the famous per- 
former who had accompanied Godowsky 
was in a profuse perspiration. He fetched 
out a handkerchief and applied it vigorous- 
ly to his streaming face. 

“Heavens,” he remarked under his breath, 
‘St’s frightfully hot here tonight!” 

“So?” said Godowsky. “It’s hot maybe 
for fiddlers—but not for pianists.” 


Master Discs 


4 (Continued from page 272) 


-pressiveness and true poetic interest the 
orchestra does not need to be more than a an 
_ accompaniment in the background. 

Liszt was invariably the virtuoso, so one 
may well expect his concerto to abound in 
technical brilliancies, dynamic effects and 
a sentiment born more of sympathy than 
imagination, The present work is almost 
too well-known to describe intimately. The 
recording of this concerto and also that of 
‘ Chopin are about as perfect as one could 
imagine such recordings could be. They 
_ were made by the Polydor Company which 
to date has some of the finest piano record- 

ings in existence. If space permitted we 
- would like to enumerate a few of these 
unusual recordings, but, since it does not, 
we shall confine ourselves to the concertos 
_ in question. 

_ Alexander Brailowsky, the Russian pian- 
part who has been favorably heard in con- 
cert in this country, plays both these works 
; pee a perfect regard for their emotional 


oubly effective. He is ably assisted by 
lius Prtiwer, conducting the Berlin Phil- 
armonic Orchestra. The Liszt concerto 
be found on Polydor discs Nos. 66750- 
-752, and the Chopin work will be found 
discs Nos. 66753 to 756, inclusive. 


. Electrical Re-recording 
JMANN’S Concerto recently issued 
electrical recording is actually 


a re-recording of a set which Victor 
brought out a few years back. It is played 
by the same interpreters as before, Alfred 
Cortot, the eminent French pianist, and 
Landon Ronald, the popular English con- 
ductor, with the Royal Albert Hall Orches- 
tra. This work of rich and beautiful tonal 
contrasts profits much by the new record- 
ing—as does Cortot’s splendid artistry. 
The old recording will inevitably seem 
an ineffectual imitation of a genuine 
performance after one has heard the mag- 
nificent and sonorous projection of the new 
one, which is to be found on Victor discs 
Nos. 6853 to 6856. 

Music-lovers who like organ discs should 
hear the Polydor recording of Buxtehude’s 
Prelude and Fugue in G Minor. Buxte- 
hude was the composer who exerted such 
an important influence upon Bach. Grove 
tells us that the “best testimony to his 
greatness is contained in the fact of Bach 
having made a journey of two hundred 
miles on foot that he might become per- 
sonally acquainted with Buxtehude’s con- 
certs.” Besides this recording there is one 
of Bach’s giant Toccata and Fugue in D 
Minor superbly played and splendidly re- 
corded. The organist, Alfred Sittard, 
plays on the organ of St. Michael’s Church 
in Hamburg (Polydor Discs Nos. 95160 
and 95159). 
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and sensitive ear, the cure of self-conscious- 
ness and the building of moral courage by 
frequent solo singing before the class, the 
ability to entertain through the artistic 
rendition of beautiful song literature, the 
growth in appreciation of poetry and the 
song form, the opportunity to study sing- 
ing without the need of money to buy the 
instruction, the chance to evaluate one’s 
vocal gifts and talent properly by compari- 


‘son with other voices in the class and to 
‘develop the powers of discrimination in 


judging artists who sing before the public, 


the acquiring\of a sane viewpoint on matters 


pertaining to singing as it applies to the op- 
portunity of the individual who wants to 
know “if it will pay” to take singing les- 
sons, the increase in number of persons 


who will stidy singing for the purpose of 


cultural development, the destroying of 
wild ambitions based on false hopes and 
misleading advice. 

This array of good results to be attained 
by voice culture classes is in nowise a specu: 
lative outline of future possibilities. It is a 
faithful report of facts based on the reac- 
tions of students and teachers from all over 
the country. 

Wherever there is an orchestra o: sixty 
or eighty student players there should also 
be a voice culture class of the same num- 
ber. And this is a modest suggestion. For 
from out of the total population of the 


- average high school this combined force of 


orchestra and voice class is a very small 
percentage of students to be receiving a 
specialized musical experience the results 
of which they can take with them at their 
graduation and feel that they have a 
foundation for a more complete and com- 
prehensive musical education. 

It is the hope of the writer that each 
year will see the establishment of classes, 
until every high school in the country where 
music is a required subject will point to 
the voice training group with pride and 
with a realization that an appreciation of 
the beautiful things of life, as they are ex- 
pressed in intelligent singing, makes for 
happy individuals and true citizens. 


Voice Culture Popular with Students 
HE ENTHUSIASM of the students 


for voice culture is one of the joys 
of the director of choral training. After 
beginning the first year work with a small 
group of ten or twelve skeptical youngsters, 
it is the rule to have four times the number 
enroll for the second year class; thereafter 
it is not uncommon to have a waiting list. 
Girls are expected to haye an interest in 
‘the gentler cultural subjects, but the boys 


are the real enthusiasts when they catch 
the thought of becoming solo singers. The 
sporting element of fair competition enters 
into the class solo singing. The student 
with the fine talent helps the student with 
less natural g:ft, and the student with the 
least voice plods along realizing that his 
achievement is the maximum for him and 
therefore worthy of attempt. Frequently 
the student with the least promise surpasses 
another of talent who might be the first 
hope of the class. The member of the 
voice culture class who is the soloist for 
class day is the lion of the occasion. 


Training of Teachers 


"T*HE PERCENTAGE of public school 

music teachers who have had training 
in voice culture is very small. There is a 
great need for teachers who know the 
fundamentals of voice culture theories, as 
well as of those who have had experience 
in singing. The subject will not thrive 
under the direction of instrumental teachers 
or persons who have but a meager knowl- 
edge of music in general. 

The ideal, which is somewhat in the far 
future as even a possibility, will be to have 
voice culture classes under the able direc- 
tion of teachers who have had the experi- 
ence of the singer as well as the experi- 
ence of the teacher. This will ultimately 
be realized as a natural consequence of 
demand and supply. Meantime many well 
intentioned persons will follow the lead of 
the text material at hand and find them- 
selves and their expression in the new field 
because they have a talent for the subject, 
whereas without the lead of organized text 
material and a demand for the subject they 
would blunder on in a maze of aimless 
effort, get nowhere with the classes and 
never discover their own talent in this spe- 
cialized music training. 

During the past seven or eight years 
there has been evidence of interest-on the 
part of supervisors who have had the build- 
ing of the conference programs in the sub- 
ject of voice culture classes, and with a 
few exceptions the conferences have made 
room for demonstrations of text materials. 

At the last National Conference at Chi- 
cago an entire major session was given 
to the subject and the executive board has 
established a permanent committee on vocal 
affairs. The new president elect, Miss 
Mabelle Glenn, says in her column of the 
Supervisors’ Journal, “Voice-culture classes 
in the senior high school have aroused 
much enthusiasm. That vocal train- 
ing will be offered in every high school in 
America in the near future is the prophecy 
of many,” 


That Oft-Time Dreaded Practice 
By D. D. EitrLe 


THE teacher should. assign a certain 
amount to work on and then show the 
pupil how to practice it. When a compo- 
sition or part of one is given to a pupil 
for a week’s practice the teacher should 
divide it into five parts. Then the pupil 


is to practice each day one new part and 


review the preceding parts. On the sixth 
day the pupil should have the entire assign- 
ment perfectly. He should be told to prac- 
tice first the new part for each day. The 


-hour for practice can best be divided as 


follows: 
10 minutes—Mechanical exercise (loud, 


soft, quick, slow), triplets, trills and so 
forth. 

20 minutes—New work, new studies and 
parts of compositions newly assigned. 

10 minutes—Review, memory work, “fin- 
ishing touches.” 

10 minutes—Sight-reading, work to be 
studied in the future. 

10 minutes—Scales and arpeggios. 

A copy of this given to each pupil will 
help. him to understand what is expected 
of him. The lesson is useful only as it 
affords the teacher an opportunity of di- 
recting the pupil in what he is to do the 
following week. 


Ricnarp Terry. 


“Each day sees some new edition of some forgotien or neglected 
literary classic. In music, whole continents are still unexrplored.’—Six 


Summer Session 


Seven weeks, June 24 to August 10, 1929 


HE SUMMER 

SESSIONS of 
the Sherwood Music 
School serve the inter- 
ests of the teacher or am- 
bitious student who wants 
to accomplish a great deal in 
a short time, leading to pro- 
fessional advancement, Cata- 
loggladly mailed upon request. 
Tuition rates very moderate. 
Outstanding features of the 
1929 Summer Session: 


Private Instruction 
In Piano, Voice, Violin, Church and Con- 
cert Organ, Theater Organ, Dramatic Art, 
Dancing, ’Cello, Wind Instruments, Theory, 
Composition, Languages. Faculty of 150, 
including many concert, operatic and ora- 
torio artists of national and international 
renown. 
Special Classes 

Piano Master Class, conducted by Sidney 
Silber. Violin Master and Normal Class, 
conducted by P. Marinus Paulsen. Other 
classes in Piano Normal and Teaching 
Repertoire; Harmony, Theory and Compo- 
sition; Orchestra Conducting; Accompany- 
ing; History and Appreciation of Music; 
Stage Deportment; Personal Development; 
Choral Conducting and Church Music; 
Sight-Singing and Ear-Training; Ensemble 
Playing; Operatic Ensemble. 


Class Piano 
Teacher-training course in the Class 
Method of Teaching Piano, now so widely 
used in public schools and private studios 
—with Certificate. 


Public School Music 


A seven-weeks course, leading to a Special 
Public School Music Teacher’s Certiticate, 
and providing thorough training in 
Methods, Sight-Singing, Ear-Training, Mu- 
sic Literature, Appreciation, Conducting, 
Orchestration, History of Music, Harmony, 
and Applied Music. Special classes for 
Supervisors, in the advanced phases of 
school music. Department headed by 
Charles Espenshade and Lillian Lucas, who 
hold positions of unusual responsibility in 


the Chicago Public Schools. 
Band Conducting 


A four-weeks course, comprising eighty 
hours of class instruction in all phases of 
band conducting, given by Victor Jean 
Grabel, famous band conductor and 
composer. 


WILLIAM H.SHERWOOD 
-_ by LORADO TAFT - 


¥ Your REQUEST for a 


Theater Organ 
An intensive course by 
Mildred Fitzpatrick and Bob 
Keller, who rank among the 
most successful and highly 
paid theater organists in the 
country. Students of all grades accep- 
ted. Coaching for experienced theater 
organists. Training includes actual practice 
in film accompaniment. Four-manual 
movie organs, with a tremendous range of 
stops, are provided for practice purposes. 


Certificates—Degrees 
Summer Session courses lead to Teachers’ 
Normal Certificates in Piano, Voice, Violin, 
Organ; also to Special Public School Music 
Teacher’s Certificate; and are credited 
towards the Bachelor or Master of Music 
Degree. 

Recitals 
Six recitals by members of the Artist 
Faculty; free admission to Summer Session 
students. 


Living Accommodations 


Available at moderate rates in Sherwood 
Dormitory or in private homes inspected 
and listed by School. 


Six Vacation Excursions 
A series of Six Vacation Excursions, con- 
ducted by the School on Saturday after- 
noons, assures its Summer Session students 
ample recreation: 1. A boat trip on Lake 
Michigan. 2. A visit to the Field Museum. 
3. An automobile tour of the Chicago 
parks. 4. A visit tothe Art Institute. 5. A 
visit to the Chicago Theater. 6. A trip to 
Ravinia Park to attend grand opera with 
Metropolitanand ChicagoGrand Opera stars. 


Financial Aid 


The Sherwood Music School maintains 
thirty-four Neighborhood Branches in 
Chicago and suburbs, in which are taught 
upwards of four thousand junior students 
of Piano, Violin, Voice, Wind Instruments 
and Dramatic Art. In order to help 
talented students of these subjects who wish 
to begin courses of preparation lasting con- 
tinuously over two or more years, but whose 
funds are not entirely sufficient for their 
plans, the School can provide teaching 
positions in these Branches which will help 
to defray the expenses of advanced study. 
Applicants for financial aid through these 
teaching positions are given a special course 
of training to fit them for their duties as 
Junior Department instructors. The length 
of the preliminary course necessary to take 
advantage of this aid naturally varies, 
according to the previous training and 
experience of applicants. Summer Session 
courses are offered which help applicants 
to qualify themselves in a minimum of 
time. If you are interested in qualifying 
yourself for this form of financial assist- 
ance, ask for details. 


Summer Session Catalog will 


receive prom 


bt attention! 


Sherwood (Dusie School 


{Founded 1895 by Wm. H. Sherwood} 


FINE ARTS 


BUILDING 


>. 410 So. Michigan Avenue, CHICAGO, ILLINOIS hk 
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| SUMMER COLLEGE OF FINE ARTS 
: SYRACUSE UNIVERSITY 

MASTER | SUMMER SESSION July 2 to August 9 
SCHOOL | MUSIC 


June 24 to August 3 (Six Weeks) | The following courses will be offered in 1929: 
| Piano Voice 
Organ Violin 3 : 
RUDOLPH GANZ — HERBERT WITHERSPOON Bi slong oat The Teaching of Singing 
WORLD-RENOWNED PIANIST DISTINGUISHED TEACHER Orchestration Conducting ; +o 
AND EDUCATOR Problems of Procedure, Super- Teaching of Music Appreciation 
LEON SAMETINI VICTOR KUZDO || nisia2i? sian sine ans MPS 
FAMOUS VIOLINIST AND EMINENT VIOLIN PEDAGOG AND spar Training na Se Mntermediate Grades “seal ey 
TEACHER ASSISTANT TO PROF. AUER Dn ee ee M Senior High! @chegm ee ae 
ALEXANDER RAAB EDWARD COLLI nee 
EMINENT HUNGARIAN PIANIST JWARD COLLINS . Points of view in music education 
(Mar. 1 to Sept. 1) : PIANIST by several prominent public school music men 
MOISSAYE BOGUSLAWSKI © FATHER FINN eee 
FAMOUS RUSSIAN PIANIST NOTED AUTHORITY ON Evening “Recitals 
LITURGICAL MUSIC ¢¢ 
1 f } ; 
RICH ARD HAGEMAN LE ON ARD LIEBLING All the eer: i. a large university 
NOTED COACH AND ACCOM. FAMOUS CRITIC AND MUSICIAN = 
PANIST The summers are cool 
; #¢ . 
ALFRED WALLENSTEIN MAURICE ARONSON Bulletin sent on request 
AMERICA’S FAMOUS CELLIST WELL-KNOWN TEACHER OF DIRECTOR OF SUMMER SCHOOL, Room 11, Administration Building 
TEACHERS Syracuse University, Syracuse, N. Y. 
MAX FISCHEL GRAHAM REED 
WELL-KNOWN VIOLIN EMINENT SINGER AND 
PEDAGOG TEACHER 


[THACA (CONSERVATORY 


Registered with N. Y. State Board of of 
Regents. Ail branches of music taught. 

. Master Courses with world- MUSIC 
famous artists in all de- 

partments. Degrees. Seventeen buildings, 
including Dormitories, Auditorium, Gym- 
nasium, Studio and Administration Build- 
ing. Year Book sent on request. 


and Faculty of more than 200 Artist Teachers 


FREE FELLOWSHIPS 


Mr. Ganz, Mr. Raab, Mr. Boguslawski, Mr. Witherspoon, Mr. Collins, Mr. Hageman, 
Mr. Fischel, Mr. Sametini, Mr. Kuzdo, Mr. Parks and Mr. Demorest have each consented 
to award Free Fellowships of Two Private Lessons Weekly. Each to the students who 
after an open competitive examination, are found to POSSESS THE GREATEST GIFT 
FOR PLAYING OR SINGING. Free Fellowship application blank on request. 


TEACHERS’ CERTIFICATES and DEGREES 


Teachers’ Certificates and the Degrees of Bachelor of Music, Master of Music, Bachelor 
of Music Education, Bachelor of Oratory and Master of Oratory are conferred by authority 
of the State of Illinois at the end of each summer session upon professionals who have the 
required knowledge, fulfill required number of Summers’ study to meet residence require- 
ments, and pass satisfactory examinations. Requirements in Summer Catalog. 


STUDENT DORMITORIES 


Artistic and comfortable dormitory accommodations for men and women in college build- 
ing. Piano furnished with each room. Prices reasonable. 


A professional school with 
many advantages located in_fine 
cultural center. - Modern Resi- 


_ Spring term began January 24, 1929 
dential Halls. Unequaled Faculty. 


No. 1 DeWitt Park, Ithaca, N. Y. 


Two, Three and Four Year 
Courses for Supervisors of Music 
(vocal and instrumental). Place- 
ment and Continuation Service. 
Four-year Course leads to De- 
gree of Mus.B. Band and Or- 
chestra Rehearsals—Chorus. Ac- 
credited in N. Y., Pa. and other 
states. Summer School Session, 
begins June 3rd and July Ist. 
Catalog. 


' Albert Edmund Brown, Dean 


ITHACA INSTITUTION 


PUBLIC "SCHOOL 
MUSIC 


301 DeWitt Park. Ithaca, N. Y. 


CONWAY ano sexo: 
BAND SCHOOL 
Prepares for Leadership in Community, School and 
Professional Bands. Private and Class Instruction; 
Teachers of national renown; Conducting and Band 
Arrangements; Daily Band Rehearsals under Dean 
Conway; Large Symphony Orchestra. Large Band. 
Library. Degrees. Dormitories. Gymnasium, 
Under personal direction of the famous band 
leader, Patrick Conway. Catalog. 
601 De Witt Park, Ithaca, New York 


The FLETCHER MUSIC METHOD 
A beautiful art taught in a lovely way 


Devoted to the ideal of happy musical education for children. 


WESTMINSTER CHOIR SCHOOL 


John Finley Williamson, Mus, D., Dean 

(Removed from Dayton, Ohio, and now affiliated with 
the Ithaca Conservatory and Affiliated Schools.) 

Prepares for Choir Directing and for respon- 
sible church positions as Ministers of Music. 
Thorough course, including both private and class 
instruction. Degree of Bachelor of Music. Pos- 
sibility of touring with the Famous 
Westminster Choir now on a Three 
Months Concert Tour throughout 
Europe and England. 


COMPLETE SUMMER OR WINTER CATALOG ON REQUEST 
FALL SESSION OPENS SEPT. 9. STUDENTS MAY BEGIN 
STUDY NOW AND CONTINUE THROUGH SUMMER 


CHICAGO 
MUSICAL 
COLLEGE 


Dormitories. | For catalogue address 
No. 701, DeWitt Park 
Ithaca, N. Y. 


60 EAST VAN BUREN ST. Cee Chicago, Ill, First to use objective apparatus and play in class piano instruction. 
Ee tA TR RERS Pf Tested by thirty years of teaching. 
a UNIVER ae MUSIC LEON SAMETINI, Vice-President *. Send for circular giving full information 
; RUDOLPH GANZ, Vice-President Teachers’ Training Classes in Boston and Los Angeles 
Established 1200 CARL DL EINSE I, Mangaer Evelyn Fletcher-Copp, Originator 31 York Terrace, Brookline, Mass. 


When you write to our advertisers always mention THE ETUDE. It identifies you as one in touch with the higher ideals of art and life. 
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BTUDE 


Standing upon the floor with the heels to- 
ther and toes apart, concentrate the 
veight of the body in the toes and, with 
hands on hips, raise the heels several times. 
Now put all the weight on the left foot 
vith the right heel off the floor. When 
you are firmly planted on the left foot, 
without shifting the weight, place the right 
jot six inches in advance of the other. 


ght of the body in this latter foot. It 
1 be observed that the left foot auto- 
natically releases its tread and remains 
ised for change of posture. With the 
veight still concentrated in the right foot, 
et the left foot ahead. Repeat this move- 
ment for several steps until the words 
“transfer weight as in walking” have a 
‘eal significance. 

_ Now go to the piano and, with the right 
hand over the keys, “plant” the thumb on 
*C.” Make sure that the whole arm is 
telaxed and the position perfectly estab- 
lished. While firmly planted on “C” 


Manual of Dancing Steps 

a) ’ By EuLsa PouL 

Russian Dancing has “taken the world by 
) the ears’—though the patter of the feet is 


often not nearly so feastful to the aurieular 
“nerves as is the satisfaction furnished to the 
sight by the combination of lavish terpsi- 
i edge evolutions and sumptuous costum- 
ings which this art has brought to a the- 
-atrical world grown almost blasé. And here 
‘we have a booklet that will furnish the 
: Amateur, unable to command the services of 


| 


an experienced teacher,.with a reliable guide 
to the acquiring of many of the graceful 
movements that have made the Russian 
_ Dancers so attractive. 
The little book is replete with illustrations 
- that will be most valuable to the student, 
with thoughtfully worded directions; and ac- 
- companying it is a carefully prepared volume 
of music to be used as accompaniment to the 
_ various dances taught. : 
i) Bound in boards and paper. 
_ 122 pages in the two volumes. 
A. S. Barnes & Company. 
Paespi Four dollars, complete. 


Ses The Musical Pilgrim 
 _ Eprrep sy Dr. ArtHUR Sompryelt 
Now that the radio and school courses 
ave made the words sonata and overture 
s familiar a part of our vocabulary as 
uare root and semi-colon, we shall receive 
th delight these small books of ‘The Musi- 
1 Pilgrim” series, analyzing the master- 
eces of musical literature. 
“Schubert, the Symphonies C Major and B 
or,’ by A. Brent Smith, first comes to 
If it is possible for us to convince 
ourselves that symphonies are to be under- 
stood as well as py eng that the composing 
.them, while not possible to all, is yet not 
mysterious rite from which all but the high 
ts are debarred, that they may be _ fol- 
ed in thought and on the keyboard as 
asily as any simple piece—then this book 
With its measure by measure analyses will be 
is plain and as serviceable as a barn door. 
' too, Schubert’s symphonies will be- 
come as simple as his i and, though far 
tore rich in contrapun al and harmonic 
levelopment, will smack of the freshness, the 
\spontaneity, of Schubert himself. 
Within the covers of ‘‘“Mendelssohn,”’ by C. 
Vinn, are to be found three important works 
this master: Midsummer-Night’s Dream 
Music, with explanations as to the immedi- 
ate cumstances of its writing, as well as 
‘learly illustrated notes on its scoring, its 
orm and distinctive features; Violin Con- 
0 in BH minor, one of the most popular 
all violin works, and The IHebrides Over- 
ire, With the story of its inception, as curi- 
as the phrases that dot its course. 
booklet, ‘““Handel’s Oratorio, ‘The Mes- 
” by B. C. Bairstow, is given the same 
p treatment, each chorus, each air, be- 
It with circumspectly. Besides, we 
y served with lore concerning its 
the hoop-skirted audiences, Handel 
ctor, the composing of the trombone 
and the oratorios’ subsequent his- 


mane “Beethoven, the Pianoforte 


in 
¢ 


IY 


3 Milne takes great 
t out the nuity exercised 
_ in merging poetic ideas 


Planting the Fingers in Weight Shifting 


By RutH Harvie 


Not until after the position of the hand 
is satisfactory do you “plant” the finger. 

This done, however, notice that the 
thumb has involuntarily released its key 
and, poised for flight, has drawn itself 
close to the second finger. If the experi- 
ment is carefully followed you will ob- 
serve that when “E” is struck and 
“planted” the second finger draws up to- 
ward the third finger in like manner, the 
thumb following close and automatically 
establishing a position beautifully in keep- 
ing with that called for in making the scale 
crossing to “F.” 

The experiment is equally satisfactory 
throughout the scale, establishing another 
good crossing between “B” and “C” if the 
weight has been at all times perfectly 
planted and held. Velocity comes almost 
of itself as a result when the principle of 
weight transference has been properly ap- 
prehended. But remember this: you can- 
not transfer your weight if it has been 
divided before you moved the finger. It 
becomes then something less than a trans- 
ference—at best a clumsy shifting entirely 
cut of keeping with a perfect cantabile 
delivery. Careful mental anticipation is 
the secret of success in this: 


with traditional forms. The Sonatas in C 
Major, C minor, A flat Major, C Major, B flat 
Major, A flat Major and C Minor are con- 
sidered. That thorough concentration is a 
necessity in reading these analyses must be 
quickly recognized; but, that being realized, 
one can fully enjoy following out some of the 
infinite thought paths of this great com- 
poser. 

In all these books the expressional rather 
than the technical features. are stressed, a 
characteristic which would seem to point to 
the fact that they are written for those who 
attend concerts as listeners rather than for 
those who occupy the conductors’ stands or 
the musicians’ benches. 

Each book: 50c. 

Average number of pages: 54. 

Oxford University Press. 


The Fundamentals of Tone 


Production 


By Joan O'VARK 

Books, that get right down to the kernel 
and tell in a few pages how to overcome 
some of the difficulties of good singing, are 
few; and this is one of them. 

In a short “Foreword” the author dis- 
cusses the purpose of the book and then goes 
directly into the presentation of such essen- 
tials of good singing as Breath Control, Tone 
Production, Agility, and Diction. An abun- 
dance of practical exercises for the develop- 
ment of these qualities is given. 

Cover : Cloth. 

Pages: Fifty. 

Price: $2.00. 

Publishers : Schroeder & Gunther, Ine. 


Fundamentals of Musical Expression 


By CHARLES CHESTER MILES 

Traveling from the known to the unknown, 
with explanations unsurpassed for simplicity 
and a directness characteristic of those who 
think things out for themselves, rhythm and 
melody are traced through to the very source 
of music. The lesson to be learned here, 
however, is not so much that music is pro- 
duced after this or that formula as that it 
is good to follow in the mazes of one’s own 
mind the process of growth from a thought 
form to an art form. 

96 pages. 

$1.50. 

Charles C. Miles, publisher. 


The Appreciation of Music 


By GkAcn GRIDLEY WILM 

It is not popular nowadays to comment on 
the “feminine touch” but we must connect 
it in some degree with the delicacy, the 
lightness, which characterize the explanations 
herein given of canon, fugue, prelude, etude, 
suite, variation, dance and sonata. The grace- 
fulness of expression makes for ease of com- 
prehension which is further aided by the con 
cise review, in the first paragraph of each 
new chapter, of the subject last discussed. 

Modern music is given sympathetic treat- 
ment with a real attempt made to explain 
its formal characteristics. 

139 pages. 

1.75 


The Macmillan Company. 


te to our advertisers always mention THE ‘ETUDE. It 


APRIL 1929 Page 316 


(incinnati Conserv atory Music 


INCORPORATED 


Affiliated with the University of Cincinnati 


SIXTY-THIRD SUMMER SESSION 
ALL DEPARTMENTS OPEN PUBLIC SCHOOL MUSIC (ACCREDITED) 


Master Class in Pia vith H i 
PR rk ma _ Louis Mohler Lowell Mason Tilson 
arcian Thalberg Guest Teacher in History and Guest Teacher in Methods of 
ChoriiOrchestra Appreciation of Music Teaching School Music 
ALL-CINCINNATI HIGH SCHOOL SYMPHONY ORCHESTRA 
Ideal dormitories on ten acre wooded campus Send for Summer Bulletin 


BERTHA BAUR, President and Director Dept. E., Highland A B A 5 
Burner C. Turuiiz, General Manager e A shlen to chen OL i halted 


Ohe Clebeland [nstitute of ()usic 


June 24 ANNUAL SUMMER SCHOOL August 2 


Private lessons and class work in all departments 
Master classes in Piano, Violin, Voice, Cello 
Public School Music Summer Normal Course 
Daily Opera and Repertory Classes Regular Faculty in attendance 
! Write for catalogue giving courses, fees and dormitory rales 
MRS. FRANKLYN B. SANDERS, Director 2827 Euclid Avenue, Cleveland, Ohio 


9 


‘COLLEGE of MUSIC of CINCINNATI 


One of the Earliest Endowed and Incorporated Schools in America 


Vocational and Cultural Education in All Branches of 


MUSIC—OPERA—DRAMA 


Full Courses lead to Degree, Diploma, Certificate 
Affiliated with University of Cincinnati and St. Xavier College 


Children’s Department Dormitories Send f 
Address College of Music, ADOLF HAHN, Director, CINCINNATI O10 ek 


DANA’S MUSICAL INSTITUTE 


Professional and Teachers Courses on the Daily Lesson Plan. Degrees granted, 
Departments in Piano, Voice, String and Wind Instruments 


Supports its own Symphony Orchestra and Concert Band—Daily rehearsals. 
Catalogue on application te Lynn B: Dana, Pres., Warren, Ohio, Desk E. 


ILLINOIS WESLEYAN UNIVERSITY 
SCHOOL OF MUSIC 


Four year courses leading to Bachelor of Music Degree. Instruction given 
by well trained and experienced teachers. For information address 
ARTHUR E. WESTBROOK, Dean, Bloomington, Illinois 


DUNNING SYSTEM a ay ap dew Study 


The Demand for Dunning Teachers Cannot 
be Supplied — Why? 
NORMAL CLASSES AS FOLLOWS: 


MRS. CARRE LOUISE DUNNING, Originator, 8 W. 40th St., New York City. 

KATHARINE M. ARNOLD, Arnold School of Music, 93 Madison Street, Tiffin, 0. 

ALLIE EDWARD BARCUS, 1006 College Ave., Ft. Worth, Tex.—4609 Broadway, Chicago, Ill, 
ELIZETTE REED BARLOW, Box 1244, St. Petersburg, Fla. 

CATHERINE GERTRUDE BIRD, 658 Collingwood Ave., Detroit, Mich. 

GRACE A. BRYANT, 201 10th Ave. N., Twin Falls, Idaho. 

MRS, JEAN WARREN CARRICK, 160 E. 68th St., Portland, Ore. 

DORA A. CHASE, Carnegie Hall, New York City, Pouch Gallery, 345 Clinton Ave., Brooklyn, N, ¥, 
ADDA C. EDDY, 2643 Highland Avenue, Cincinnati, Ohio, Spring Normal. 

BEATRICE S. EIKEL, Kidd-Key College, Sherman, Tex. 

IDA GARDNER, 17 E. 6th St., Tela, Okla., throughout the season; Paris, France, Summer. 
GLADYS MARSALIS GLENN, 1217 Bowie St., Amarillo, Tex. Classes, June 3rd, Amarillo, July 22nd, Colorado 


Springs, Colo. 

FLORENCE E. GRASLE, Michigan State Institute of Music, Lansing, Michigan. 

HARRIETT BACON MacDONALD, 13434 Detroit Ave., Cleveland, O.; 6010 Belmont Ave., Dallas, Tex.; 1422 Bat- 
tery St., Little Rock , Ark. 

MRS. KATE DELL MARDEN, 61 N. 16th St., Portland, Ore. 

MRS. WESLEY PORTER MASON, 302 Mid City Bank Bldg., Chicago, Ill. 

MRS. LAUD GERMAN PHIPPEN, 3435 Asbury Ave., Dallas, Tex.; July 22nd, 1115 Grant St., Denver, Colo, 

ELLIE IRVING PRINCE, 4106 Forrest Hill Ave., Richmond, Va. Jan., June, Nov. of each Year. 

VIRGINIA RYAN, 1070 Madison Ave., New York City. 

STELLA H. SEYMOUR, 1419 South St. Marys Street, San Antonio, Tex. 

GERTRUDE THOMPSON, 508 W. Coal Ave., Albuquerque, N. Mex., Normal Classes during the Year. 

ISOBEL M. TONE, 626 S. Catalina St., Los Angeles, Cal. June, 1929 

MRS, H. R. WATKINS, 124 E. 11th St., Okfahoma City, Okla. 


INFORMATION AND BOOKLET UPON REQUEST 


ALBUM OF TRANSCRIPTIONS FOR THE PIPE ORGAN 
By H. J. STEWART 
Masterly arrangements of compositions by celebrated composers 
and an interesting, original sonata, in four movements, that is 
being played by the foremost concert artists. Price, $2.00 


THEODORE PRESSER CO. 1712 Chestnut St., Philadelphia, Pa. 
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These Fine Articles Given 


Absolutely Without Cost — 


For Securing New Subscriptions to 
THE ETUDE MUSIC MAGAZINE 


NTEREST your musical friends in THE ETupe. : 
Send their orders with payment direct to us and we will promptly send- 


you the award of your choice. 
IT’S EASY! 


This new Bon Bon Dish is one of 
our most popular awards. It is fin- 
ished in dull silver and is gold lined. 
The metal butterfly on the rim adds 
very greatly to its attractiveness. 
And you may have this award for 
ONLY ONE NEW SUBSCRIP- 
TION. 


NEW BON BON DISH 


BEGIN TODAY! 


Get them to subscribe. 


CHINA PLATE 


New and most attractive, 
this Golden Maize China 
Plate has a bright nickel rim 
and flowered designs. Be- 
sides being a fine ornament, 
the plate can be used for 
cakes, sandwiches.’ or 
crackers. You will be de- 
lighted with it. TWO NEW 
SUBSCRIPTIONS required. 


FAVORITE FLOWER SEEDS 


. Aster 1 
. Sweet Peas 1 
. Candytuft 1 
. Calendula a 
1 
1 


pkt. Cosmos 
pkt. 
pkt. 
pkt. 
pkt. 
pkt. 


Marigold 


. Calliopsis Morning 


EASTMAN CAMERA 
Everyone wants and should have a Cam- 
era—especially during the Spring and Sum- 
mer, when you’ll like to keep a picture rec- 
This genuine East- 
“fill the 


ord of your good times. 
man Hawkeye Caméra will just 
bill.” It is size No, 2 and takes pictures 
2% x. 3% inches on a roll film. YOU may 
have one for just securing FOUR NEW 
SUBSCRIPTIONS, 


Larkspur 


Mignonette 


1 pkt. 
1 pkt. 
1 pkt. 
1 


Poppy 

Scabiosa 

Sweet Alyssum 
pkt. Zinnia 


Glory pkt. Oriental Fl. Garden 


1 pkt. 
1 pkt 
1 pkt 
1 pkt 
1 pkt 
Nasturtium 
ALL SIXTEEN PACKETS AWARDED FOR SECURING ONE NEW SUBSCRIPTION 


SMOKERS’ SET 


Consisting of four pieces—a 6-inch 
round solid brass Tray, an amber glass 
Cigarette Holder and Ash _ Receiver 
trimmed in brass and a brass Match Box 
Holder—this set makes an ideal smokers’ 
gift. ONLY ONE NEW SUBSCRIP- 
TION required. 


BRASS JARDINIERE 


This hand-hammered polished 
brass Jardiniere will lend dignity, 
charm and beauty to your living 
‘room or conservatory. The handles 
are in the shape of lion’s heads, 
making the Jardiniere at once or- 
namental and useful. You may 
own one for simply sending us 
THREE NEW SUBSCRIPTIONS. 


Send All Orders With Payment Direct to 


THE ETUDE MUSIC MAGAZINE 


—_—- 


Yearly $2.00 -- 


Two Years $3.50 


1712-14 CHESTNUT STREET, PHILADELPHIA, PA. 


— 


‘manual work. There are, 


3 THE ETUDE 


Ghe Gwo Manual Organ 


(Continued from page 301) 


best that could be devised, but it is’ suffi- 
cient, I hope, to be helpfully suggestive, 
taking at random pieces of various styles 
and schools. 

Armstrong, W. D.—Alleluia! Allelwa! 
Chorale, Op. 115, No. 1; Evening Medita- 


tion; Fanfare Triomphale, Op. 120; Fes- 
tival Fantasy; Hosanna in Excelsis, Op. 
PINS INOS IR 


Barrell, E. A—Berceuse. 
Camp, John S.—I/nvocation. 
Diggle, R—Barcarolle. 
Elgar, Edward—Salute d’Amour. 
Faulkes, Wm.—Canzone. 
_ Frysinger, J. F.—Processional March. 
Hauser, M.—Cradle Song (arranged by 
Noelsch). 
Hopkins, H. P.—Christmas Postlude; 
Easter Joy; Short Postlude m G. 
Keats, F.—March of the Noble. 


Kern, C. W.—Festival March, Op. 486. 

Kroeger, E.— Festal March, Op. 67, 
No. 8 

Lowden, C. H.—Andantino in B-flat. 


Marks, E. F—Lullaby m G; Royal 


’ Pageant Processional. 


Pease, S. G—Solace; Swing Song. 

Peery, R. R—WNocturne in A. 

Rockwell, G. N.—Adoration. 

Schuler, G. S—The Night Song. 

Stults, R. M.—Prelude in A-flat; 
cessional March. 

Wely, L.—Idylle. 

Williams, T. D.— Evening Devotion; 
Meditation in E-flat. 

To these might be added the following 
collections of organ music: “Organ Reper- 


Pro- 


EDUCATIONAL 


toire,”’ by Preston Ware Orem; “Organ 
Melodies,” by C. W. Landon; and “Organ 
Transcriptions,” by O. A. Mansfield. P 

In the foregoitg list numbers marked 
with an asterisk are those which are ' 
registered nominally for a three-manual 
organ, but in which the use of a third 
manual is not in any sense important. 
The same remark would apply to a num- 
ber of standard works which we have not — 
mentioned, such as the sonatas of Rhein- 
berger, Merkel and, in most cases, even 
Guilmant, and the well-known “Gothic 
Suite” by Boéllmann. In general any or- ‘ 
gan composition whose worth rests more 
in its intrinsic musical content than in 
the matter of richly varied tone color 
may be played effectively on even the 
smallest two-manual organs. This I ven- 
ture to repeat. , 

In closing I] wish to answer a question 
which would be a mere platitude to ex- 
perienced organists, but which sometimes 
embarrasses them to answer off-hand 
when asked by their pupils: “When the 
choir manual is called for, shall I play 
on great or on swell?” To answer this 
question they should examine the probable 
purpose of the composer or arranger. 
If the object was to obtain a contrast of 
power with the great, one might simply 
change to swell, but if the object was to 
obtain a contrast of tone color with the 
swell, then a soft combination on the 
great would be the answer.—Courtesy of 
the Diapason. 


Stupy Notes 


(Continued from page 297) : 


theme in F-sharp minor and a repetition of the 
A major section.. In the Trio the correct playing 


of the right-hand slurs is most important. Tre 
corde, which means literally “three strings,” tells 
us to release the soft (wna corda) pedal. The 


synonymous expression, 
seen. 


Be Still, by Alfred Wooler. 


There is fine devotional 
feeling to this new sacred 
solo -by the well-known 
Buffalo composer. Be sure 
to take a breath after the 
word “Alas.” 

We wonder how  thor- 
oughly the average singer 
investigates the essential 
facts of diction. If you are 
a little “hazy” on the sub- 
ject, we would recommend 
for your use H. G. Hawn’s 
remarkable book, ‘‘Diction 
for Singers and Compos- 
ers.” 

The sections and climaxes 
of this song are clear enough 
not to need explanation. 


tutte le corde, is often 


ALFRED WOOLER 


Spring Folly, by Francesco B. de Leone. 

Cecil Fanning, who is the author of the 
attractive lyric of Spring Folly, wrote the libretto 
for Mr. de Leone’s opera ‘‘Alglala.’’ 

A biography of Mr. de Leone appeared in these 
columns in a recent issue, He is the composer 
of many song successes, none—to our mind— 
more appealing than the present number. Con 
gaiessa means gaily; ben pronunziato, clearly 
and forcefully enunciated. 

Like a good many fine songs, this composition 
needs to be sung in a_ certain mood in order 
that the text shall sound convincing. 

There are expression marks a plenty in this 
song. 


Moonlight on the Lake, by J. Chris- 
topher Marks. 


Mr. Marks is one of the notable organists of 
New York City, and a composer whose anthems, 
organ pieces and sacred songs have always found 
a ready and enthusiastic audience. He was born 
in Cork, Ireland, in 1863, and after thorough 
training in Dublin and considerable experience 
as an organist, he emigrated to the United States, 
settling in Pittsburgh, Pennsylvania. After 
two years there, he moved to New York City, 
where ever since, he has been the organist at 
the Church of the Heavenly Rest. 

This organ sketch is fine material for one- 
however, several places 
in the piece at which it would be pleasing to let 
one hand play for a few seconds on another 
keyboard, and in this fashion bring out more 
clearly certain progressions, inner melodies, and 
so forth, 

In measure seven there is such a spot: 
second beat the left hand can 
manual, 
nine, 


at the 
: skip to another 
returning to first manual at measure 


A. Arensky. 


The title is pronounced 
Lah Co-kett. For a defini- | 
tion of the word, consult | 
Your dictionary. - 

Anton Arensky was born 
in Novgorod, Russia, in” 
1861 and died in Finland > 
in 1906. He and Glazou-— 
nov both had the invaluable 
benefit of studying with 
the great Rimsky-Korsakov 
who, despite certain faults — 
as a pedagog, did never- 
theless inspire his pupils 
with an intense appreciation — 
of, and love for, music. | 
From 1895 to 1901 Arensky : 
was conductor of the Im- 
perial Court Choir, having succeeded Balakireft_ 


La Coquette, by 


A. ARENSKY 


in this position. Of his long list of works, 
the piano pieces, and a Trio for piano, violin 
and ’cello, are most noteworthy. He was a 
skillful melodist, as you will learn from your 


study of the present composition, taken from” 
the group of pieces known as Les Silhouettes. 
This was written for two pianos, four hands, — 
and Mr. Orem’s transformation of the number 
into a regular four-hand number is admirable. 

The Secondo is easy as to notes, but scrupulous — 
care must be devoted to the staccato effects and 
slurs. 

The Primo must sparkle with life and color. 
In measure seven the grace notes are sounded 
on the beat, not before it. In measures ten and 
eleven, the cross-bar phrasing is important. Brahms 
was passionately fond of such phrasings. If the 
Primo player is not well schooled on the subject 
of trills, he will have trouble with this piece. 

The harmonies in La Co quette are character- 
istic of Arensky’s style. 


The Jolly Cowboy and The Indian, by 
Arnold D. Scammell. 


Boys especially will be drawn to the fou 
hand arrangement of Mr. Scammell’s short but — 
stirring composition. The first theme typifies 
the cowboy, the second, the Indian. Naturally 
the second will be more accented, in imitation of 
the beating of the tomtom, or Indian, drum. 

Calando means “softer and slower.” 4 

Mr. Scammell’s Hookedy, Crookedy Man 
March and his Circus Days are two of ‘the best 
third grade piano numbers of which we know. 


Purple Iris, by Carl Wilhelm Kern. 


Mr. Kern’s melodies are always graceful and 
appealing, nicely balanced. Here is one for the 
siclin’ in waltz time, which will be much liked. 

After the preliminary eight measures, there is 
the mest in D, thirty-two measures long. 
wi n 
measures of this section, the first measures 
the theme are transposed up an Saye which 
sounds well on the violin. 

Next comes a section in B-flat, the the 
being more mobile than the preceding one. 
measure thirteen, A major is introduced, ai 
as this is the dominant of D, the return t 
section one is easily accomplished, 


4 


’? Ask ANOTHER??? 


1. What is the meaning of poco a poco 
tardando? — 
_ 2. What was the nationality of Haydn? 
_ 3. Who wrote the oratorio, “The Sea- 
“sons?” 
_ 4, What is a tie? 
» 5. What is the “Nibelungen” Ring? 
_ 6. What is the signature of the relative 
_ minor of Gb major? 


_ 7. What scale has E# for its third 
note? 

* 8. When did Bach die? - 

~ 9. What is meant by “Conductor’s 


Score?” 
10. From what is this taken? 


} (Answers on page 319) 


5 Scales by the Yard 


_ Dip you ever stop to think how many 
yards and yards of scales you have played 
- on your piano? Fast and slow, major and 
' minor, loud and soft, left-hand, right-hand, 
hands together, parallel and contrary—just 
_ think what aj lot of scales! 

- Out of it all, how many of your repeti- 
tions were wasted because you were not 
_ paying attention? How many stumbles 
_ did you make because you did not finger 
' correctly? How many times did you be- 
gin over because you played a wrong note? 
‘ These poor scales certainly do get 
, banged up a good deal. Try to treat them 
with more care and considération. Under- 
stand why they are what they are, and 
_ make each repetition count for something 
Bevard your goal of attainment. 

-. 


4 Games for Junior Clubs 


(Continued) 
By Grace NicHOLSON HUME 
‘ ; I 
“Musicar Action.” 


\ well-known musical terms, or marks of 
‘ expression, as, andante (walking slowly), 
(running), rubato (unsteady), 
(clap hands), crescendo (clap 
tly, then louder). The others guess 
e word being acted as in charades. 


E No. 5. “Finn Your Partner.” 

e to each member a slip of paper, 
alf the paper bearing the name of 
composer, the remainder bearing the 
of a composition. The ones having a 
ser’s name must find the composi- 
that belong to them. If the group is 


Have each member illustrate by action’ 


R= 


eel \ LD Ee 
<Qr 
CONDUC hemes’ ELIZABETH AL\GEST 


— Evening in the Studio 
By o, P. 


Characters 

Miss Patience 

High C 

Low C 

Middle C 

Third Space C 

Second Space C 

Scene, Miss Patience’s Studio. A large 
white sheet at the back. Sew or paint 
lines of black across the entire sheet to 
represent the Treble and Bass staffs. The 
lines should be at least eight inches apart. 
Make the clef signs and ledger lines for 
High and. Low, and Middle C.’ Cut out 
circles in the places where the nofe should 
be, just large enough to’ admit.faces of 
children. 

High C (in _ high 
“Hello, down there!” 

Low C (in a deep bass voice):: “Hello 
yourself !” 

Middle C: 
Brother Low!” 

Third and Second Space: 
Hello! What’s the matter?” 

High C: “Nothing is the matter. 
wanted to chat a bit.” 

Middle C: “Well I’ve been so over- 
worked today that I’m most too tired to 
chat. But, come on, we'll talk.” 

High C: “T am nearly worn to the bone 
myself.” 


squeaking voice) : 


“Hello, Sister High, and 
“Hello! 


I just 


Low C: “Well, that’s partly because you 
are such a provoking tone.” 

High C: “Indeed! And why provok- 
ing?” 

Low C: “Oh\ jou are so far up there, 
where the children can’t find you—some 
place on or between one of those little 
ledger lines.” 

Low C: “But I’m not way up high. I’m 
low.” 

High C: “You surely are low, and on a 
ledger line, too.” 

Middle-C: “Com., come, don’t let us 
quarrel! Ledger lines are all right. Why 
I’m on a ledger line myself.” 

Third Space C: “Who bothered you 
most today, Sister High C?” 

High C; “Oh! that stupid Bessie Never- 
learn, of course. If she said it once, she 
said it ten times.” © 


Second Space C: “Said what’? 

High C: “‘T can’t count out loud and 
play at the same time.’ ” 

Low C: “Absurd, foolish girl! Doesn’t 
she know that’s about as silly as saying 
she can’t walk and talk at the same time!” 


Third Space C: “Do you suppose all the 
Bessies in the world say that?” 

Second Space C: “No, only the foolish 
ones.” 

Middle C: 
Neverlearn?” 

High C: “Oh, that reckless runaway, 
Mary Presto.” 

Middle C: “Oh, I know her well! Miss 
Patience is forever saying to her, ‘Slow 
down, Mary, slow down.” 

High C: “I suppose you heard her an- 
swer ?” 

Middle C: “Oh, yes, I heard her say, 
T’ve got to play fast or I can’t play at 
alle” 

Low C: “And everybody that - knows 
anything knows that you must play slowly 
if you wish to learn to play fast.” 

Second Space C: “Dear me, yes. How 
much we hear these days of slow prac- 
tice.” 

Third Space C: “And how little they do 
it!” 

Low C: “Yes, how few do it! I think 
that slow careful practice is the greatest 
need in this studio.” 

Third Space C: “Suppose we suggest it 
to every boy and girl taking lessons here. 

High C: “That is the reason why I’m 
so overworked today. I’ve been stumbled 
over so much that my nerves are all out 
of tune. Just fancy playing me for B, 
when I’m C!” 

Low C: “Oh, that’s not half so bad as 
not playing you at all! That’s what hap- 
pens to me every five seconds or so.” 

Second Space C: “That's because you 
are bass and so far down.” 

Low C: “Yes, they simply jab at me 
and hurry along; and I don’t get played 
at all half the time.” 

Second Space C: “And what a differ- 
ence the bass makes!” 

Third Space C: “Miss Patience is al- 
ways saying, too, ‘Get your bass right.’ 
‘Be sure of the bass.’ ” 

Low C: “And the funny part is this— 
they get provoked and think she is fussy.” 

Third Space C: “Well, you can’t be too 
particular.” 


“Who came after Bessie 
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High C: “Particular! Why if they are 
as careless as they are now, what would 
they be if the teacher were less severe?” 

Middle C: “The trouble with the whole 
business is that they think they know it 
all.” 

Third Space C: “Yes, it’s hurry, hurry, 
more pieces, something new every day.” 

Second Space C: “And pieces must be 
hard and, of course, what they like.” 

Middle C: “Yes, that is it.” 

Third Space C: “But suppose Miss 
Patience would say, ‘Now, dear, here is 
a new piece; we will be very careful of all 
the details. We will not leave it until 
each little part is perfect—it must be 
learned—learned, mind you, not guessed 
at.” 

Low C: “Why, I believe there would not 
be a student left in this studio if she did 
that.” 

High C: “I don’t agree. I think there 
would be a complete turning to the side 
of thoroughness.” 

Third Space C: “I believe, too, that re- 
sults would show that we were making 
new standards.” 

High C: “This sloppiness will never do. 
Bessie Neverlearn must count aloud. Mary 
Presto must play slowly.” 

(Continued on next page) 


Telsqraph 


ae 


Musie 


almost think that swallows 
knew 
The way that music looks, 
Because they sit on tel’graph wires 


Like notes in music books. 


You’d 


Perhaps their song is not much more 
Than simple “A B C,” 
And yet they form, with wires for 
staves, 
The notes of “Do, Re, Me.” 
MRS. T. S. HARTLEY. 


SCHUBERT 
Sonatas and symphonies, “* 
Chamber music, 
Hark, Hark, the Lark, 
Unfinished Symphony, 
Besides six-hundred and fifty songs, 
Erl king, 
Rosamunde, 
Trios and quartettes. 
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Evening in the Studio 
(Continued from page 317) 


Middle C: “And Edith Scatterbrain 
must memorize.” 
Low C: “And Ruth Know-it-all cannot 


have a new piece at every lesson.” 
Second Space C: “Sh! Be still. 
comes Miss Patience.” 
Middle C: “And she looks determined 
enough, too.” 


Here 


(Enter Miss PATIENCE) 


Miss Patience: “I cannot go on like this. 
I am simply going to insist on better work. 
They must count. They must play slowly, 
or I will not have them.” 

All the Notes: “Bravo! Bravo!” 

(Miss Patience picks up music and puts 
away books. She then sits down and gives 
a sigh of relief.) 

Miss Patience; “It has been a hard day! 


3ut after this it is going to be different. 
(Notes show pleasure.) A child should 
learn to do his part, and do it well. When 
they do that I’ll know they are real 
soldiers of progress. As long as they 
do not, they are deserters, and everyone 
knows what becomes of soldiers who run 


away.” (She goes to the piano. Sits 
down.) “Ah! we must all do our part, 
too, to make the world more beautiful 


(She plays softly) : 
“Rest is not quitting 

This busy career, 

Rest is the fitting 

Of self for one’s sphere.” 


with our music.” 


(Notes join with her in singing a familiar 
melody.) 
CURTAIN 


Miss Gill’s Secret 


By Grapys M. STEIN 


“Miss Gill,” asked Evelyn as she fin- 
ished her violin lesson, “could you tell me 
anything about Verdi, the great com- 
poser ?” 

“T’ll try,” answered the teacher. 
is it you want to know?” 

“All about his life and compositions,” 
explained Evelyn. “You see, our music 
club is planning on studying the life of 
Verdi at the October meeting.” 

Miss Gill examined the music history 
books on the shelf before answering. 

“Here is a book that might help you, 
Evelyn,” she said. “It is one I used as a 
student in Boston. On the blank pages | 
have pasted stories of composers and of 
operas that I cut out of the Erupe.”’ 

“That is just the book,” cried Evelyn, 
opening the volume and reading it in her 
haste to learn more about Verdi. “Why 
here are the stories of ‘Aida’ and ‘Falstaff.’ 
It says that Verdi was sixty-eight years 
old when ‘Aida’ was produced in Cairo 
for the first time, and he considered him- 
self too old to undertake the ocean voyage 
to Cairo. Steamships couldn’t have been 
as comfortable as they are today.” 

“Verdi lived to be a very old man; and 
he is the greatest dramatic composer that 
Italy ever produced,” continued Miss Gill. 

“Oh! here is what Lucy was trying to 
tell at the last club meeting,” cried Evelyn. 
“Tn 1872 when ‘Aida’ was given in Milan, 
Verdi was called to the stage thirty-two 
times and given an ivory baton, which was 
ornamented with rubies, diamonds and 
and other stones. Probably no other com- 
poser was ever so loved while still living, 


“What 


“Yes,” replied Miss Gill, “Verdi re- 
ceived many honors.” 

“None of the girls seemed to know what 
instrument he had studied or played.” 

“T believe he was an,organist and con- 
ductor as well as a composer,” answered 
the teacher. 

“What was the name of the first comic 
opera he wrote?” 

““Un Giorno di Regno’ which he wrote 
in 1839. His wife died while he was 
working on this opera,” said Miss Gill. 

“He certainly did write a lot of music,” 
marveled Evelyn as she read the long list 
of compositions given in the book. 

“Did you know that it was in ‘Rigoletto’ 
that two of our best known singers made 
their American operatic débuts?” asked 
the teacher. 

“No, I didn’t. Who 
when did it happen?” 

“Caruso made his début in 1903, and 
Galli-Curci appeared in 1916. Galli-Curci 
has also been very successful in Verdi's ‘La 
Traviata. He wrote ‘La Traviata’ in less 
than one month.” 

“No wonder you enjoy teaching, Miss 
Gill,” cried Evelyn. “You read all about 
these great musicians and the music means 
more to you than just a lot of notes!” 

“Well, I’m glad you discovered my secret. 
Maybe you will try it, too.” 

“T will,” declared Evelyn, and the pro- 
gram that was given at the October meet- 
ing proved that she had kept her word. 
Never before did the club members learn 
so much at a club meeting and in such an 
interesting way! 


were they and 


DraR JUNIOR ETUDE: 

Our music teacher has formed a club 
of six girls. We call it the Butterfly 
Club. We meet once a month, I have 
never seen any letter from Maine, so I 
thought I would write one. 

I'rom your friend, 
JeANNE SOULE, 
Maine. 


DEAR JUNIOR ETUDE: 

Our music club is federated, and this 
year the entire club will attend the State 
Convention and take part in the contests. 
Whether we win or not, we think it will 
do us good and raise our musical standard. 

From your friend, 
Drxt Ray Boyp \Age 11), 
New Mexico. 


Little Biographies for @lub Deetings 
No. 18 : 
Verdi 


ONE CAN scarcely think of opera with- 
out thinking of Verdi, for he wrote so 
many which are given today and which 
contain melodies that are familar to every- 
body. Nearly every Junior is familiar 
with some of these melodies, although he 


-or she may never have heard any of the 


operas. 

The Italians are musical people, of 
course, and enjoy melody, and Verdi ex- 
celled in this melodic gift, although it 
seems to be only operas that inspired him, 
for he wrote practically nothing else. He 
is considered a link between the old school 
and the music of Wagner. 

Giuseppe Verdi (Jew-seppy Vehr-dee) 
was born in Italy in 1813. As a small 
boy his musical talent was noticeable. 
When only ten years old he became the 
organist of his village church. At twenty- 
five his first opera was given in Milan at 
the opera house called La Scala, one of 
the most famous opera houses in the 
world. The success of this led to several 
other operas, and his reputation became 
established. 


LEN 
1813—VERDI—1901 


On account of the sudden death of his 
wife and two children he naturally became 
depressed for a while, but the success of 
his operas drew him away from his own 
grief. He took up writing again and kept 
writing operas for the Italian theaters the 
rest of his long life. Among the most 
famous of his thirty operas are ‘‘Rigo- 


Dear JuNrtor ErupE: 

I am ten years old. We have an in- 
teresting music club. We meet every 
week. We have not named the: club yet, 
but are planning to name it soon. I have a 
hard time getting the right fingering when 
I practice but 1 suppose others have the 
same trouble too. 

From your friend, 
CasciLteE MippiteTon (Age 10), 
Mississippi. 


\ 


letto,” “Il Trovatore’ (The Troubador), 
“La Traviata,’ “The Masked Ball,” 
“Aida,” “Otello” and “Falstaff,” the last 
two being written at the ages of seventy- 
four and eighty, respectively. Few men 
have continued their active creative work 
to such an advanced age, whether compos- 
ers, poets or painters, but to Verdi the 
word, “retire,” meant nothing. 
strange to say, “Falstaff,” even though 
written at the age of eighty, is one of his 
finest and strongest operas. 

Except for a short time spent in Paris 
and London, where he produced one opera 
in each city, he spent all of his long life 
in Italy. He was thoroughly Italian and 
wrote in what is called the “Italian Style” 
—that is, lovely melodies with lots of runs 
and trills for the voice, a rather quiet 
orchestra and nothing! very dramatic; but 
as he grew older he broke away somewhat 
from this. style and became much more 
dramatic. 

His one religious work was a “Re- 
quiem,” written as a memorial to an 
Italian statesman. 

He died in 1901 at the advanced age of 
eighty-eight years and, being of a kind and 
charitable nature, left a large sum of 
money for the founding of a home for 
aged musicians. 

Some of Verdi’s melodies that you can 
play at your meetings are: 

Home to Our Mountains from 
Trovatore.” (Arranged by Bellak.) 

La donna ¢ mobile from “Rigoletto.” 

Rigoletto Airs. (Arranged for four 
hands by Streabbog.)  - 

March from “Aida.” 
Engelmann. ) 

Anvil Chorus from “Il Trovatore.” (Ar- 
ranged for four hands by Engelmann.) 

(There are a great many “records” from 
the Verdi operas, and, if you cannot have 
a phonograph at your meetings, you 
should try to hear some of them whenever 
you have an opportunity.) 


“Tl 


(Arranged by 


Questions on Little Biographies — 


1. Where was Verdi born? 

2. How many operas did he write? 

3. Name. four of his most famous 
operas. 


4. What was the “Italian Style” of | 


opera? 
5. When did Verdi die? 


Dear JuNrior Etupe: 
I like to practice. 


school. I am in the fife band and have 
taken part in several concerts. My mother 
teaches piano in classes. But I have sep- 
arate lessons, and she does not help me 
any more than the other pupils. : 
From your friend, 
Dorotuy E, HAmMeR. 
(Age 10), Indi 


Pal, 


And, 


¥ 


I play piano and fifecy 


Next year I hope to play the piano at 


JUNIOR ETUDE CONTEST 


THE Juntor Erupe will award three 
pretty prizes each month for the best and 


eatest original stories or essays and an- 
wers to puzzles. 
Subject for story or essay this month— 


before the tenth of April. Names of 
prize winners and their contributions will 
be published in the issue for July. 

Put your name and age on upper ieft 


Sterling New Music Publications 


Supervisors, Music Teachers, Performers and Music Lovers will find here a most 


APRIL 1929 


IN SHEET AND OCTAVO FORM 


meritorious lot of new material with which they should become acquainted 


ANY OF THESE COMPOSITIONS MAY BE HAD FOR EXAMINATION 
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De ee Must contain not hand corner of paper, and address on upper ) 
Seite Surg tired poet) Bity words. “Any right hand corner of paper. If your con- : ae ar 
y or girl under fifteen years of age may ip ga ark than one piece of pa- PIANO SOLOS VOCAL 
pete whether a subscriber or not. ES SR a ae | Cah No. ETHOVEN, L. Saree _, x, Songs and Ballads _ 
All contributions must bear name, age Do not use typewriters. |) "SG376 tne ance ive: Tee a Sn TR SARRULL EA yee eT 
d address of sender written plainly, and Competitors who do not comply with {| fens A ORGELING GEORG eee? 24451 Dear Miss Rose (b-D). $0.60 
st be received at the Junior Erupr ALL of the above conditions will not be || 77997 HARTHAN, iN 374, -50 24452 Coke, JAMES TRaaeIS -60 
Office, 1712 Chestnut St., Philadelphia, Pa., considered. 24360 Uae 3 40 24447 Time’s End (If I Could 
ey ee ee a Live a Thousand 
24377 Courtly Minuet, Op. 125 Years) Violin Obbl 
67) 1 11 ; Obes 2ishaiy av vetesca?7'a/ 3 25 (d flat-E flat)....... 40 
Raising Pty PyCusical Raising Tyly PCusical ate JESSEL, LEON ; * dds, mee oe CH Huctts* eee “40 
é 5 £443 iracle of the OSeS.; « F 24449 d (F-2) .40 
} Standard Standard 24430 Throwing Kisses....... 4 50 8 . ; 
f (PrizE WINNER) (PRIZE WINNER) "THREE MOOD PICTURES) SACRED SONGS 
Raising my musical standard is like When I first started music I found it FOR CROSSING THE HANDS 24387 Jesu, Lover of My Soul 
building a castle. My scales are the hard to practice, but, in order to learn By ELLA KETTERER 4388 arta See bet a0 
foundation. The rugs must be woven with my lessons and better myself in music, ue ue 2% oh Ae 24389 do (d-F opt. a flat).. 350 
that. material that only years of hard practicing was the thing most needed. In 24441 ‘A Cheerful Moment .. 35 Pia Rae ae eee. : 
‘study can weave. The pieces of music -practicing, the lesson must be studied out 124442 In Deep Thought ..... a | All Souls) (c-E flat). 36 
are the trimmings. Suppose you wanted and worked on because we want to and | : 3 be ied 8 
to play a piece and could not because you not because we are made to do it. In | 4,45, Mite Oe A 24378 Dwell In My Heart 
had built your foundation too weak! You first grade music, fifteen minutes was the || — LISZT, FRANZ =. ‘ (A-P) sees e eee eee eny 50 
would find only ruins of your castle left. practice time but as I grew older this |) 724494 ars a Pune 
i, 5 ati 1 : i me A rom apsodie oO. ANTHEMS 
We must build our foundations so securely increased. In selecting music, it should be Oa, Set ae Rin ae y 25 pact nL 
s : : L aes NOELCK, AUGUST BAINES, WILLIAM 
r v P 
that there will be no danger of them ever from the works of the great composers. I 24439 Skating, Op. 289....... 4 50 20866 King Shall Joy in Thy 
falling into ruin. : select pieces that are hard and need prac- PRESTON, M. L. Strength, The ....... 15 
per Cu ESTE : : 24438 Before the Footlights .. 3% .50 BARRELL, E. A. JR. 
i roe 2a, tice, for if I took only pices that gue 24405 Tommy’s New Drum 1% .30 20873 Day of Ted, dee 12 
| (Age 11), Indiana. easy to play I would not be raising my ee ROBERTS, J. E. ; P CAMPBELL, BRADFORD 
| a 243 Serenakal Verne selesis» sie 25 20849 eaven Is Our Home. 12 
| musical standard. ee < S e ‘ SCHULER, GEORGE S 20848 They Who. Seek. the 
a ‘ -ER, 24437 Hillside Romance, A... 31 40 Throne of Grace .... 612 
Raising Try Pusica ee SHEWELL, GEORGE ~ HOPKINS 
; aH, P: 
(Age 12), Virginia. DUNBAR 20860 Blessed Is Every One .. Pl 
\ Standard 24420 Haunted Flame, The ... 4 -40 20875 Christ the Lord is Risen 
(P. W. ) HONORABLE MENTION FOR JANUARY 24399 Sr PRG diese ets 3 25 MARKS, ‘EUGENE F. ty 
RIZE. WINNER Essays ” SUTER, R. ce 2 208 
: 20865 (QO) Praise the Lord . 12 
I would love to play well and be a good Lucile Young, Helen White, Martha Knight, Se ee Extase coRWELIUS a4 20855 Li ra ete a ee 2 
musician. So to raise my musical standard Mary Lee Reynolds, Pe pre Hull, Brew Hi ‘244100 *Orcisdaee 6 aes e 50 : Ona Wi. eee 12 
‘ . Shay, - eony Mitchell, Marjory anners, iz > 
Jam trying to observe these rules. Keep Hilda - Holmes, Muriel Hinchman, Mildred 24358 = hentia G : a = Sal 6 50 20876 Ree Geen ees 
the wrist flexible when playing. Raise ae Orica bere naaee ; Lea 24359) VK rakewaale y snscta smn. cre 6 50 ton) si ee tad Eves. .08 
Pardee sCOnMOnennaDCANUSERTingers. COT eee ee ee erty ee eika ea yoo 20859 Omnipotence, The (Arr. 
Raymond, Nellie Alexander, Anita Grayson, Ww 7elto 20 
rectly on keys. Never play two phrases Dixie Ray Boyd, Viola Carver. PIANO—FOUR HANDS SHEPPARD. ERNEST nae >: 
that are alike with just the same tone color. KERN, C. W. 20868 Amarr et -. Strength 12 
‘ . . : : 2 : . rdi 2 . * ‘ 
_ Fix in mind the signature before playing. P e 24412 acs Katydid. ... z .40 Se eka te Oe . 
Use up-arm touch for the end of a slur. uzzle (orner | 24380 Marquisette =o... 4 50 | 44, SWINNEN, FIRMIN b. 
| s | eV eary o SATTN see rae 2 
Do not allow the bar to interrupt the Answer TO JANUARY PUZZLE |\" “g4413.> Shooting, Starsiies ss «as. ee TIMMINGS, WILLIAM T. 
thought of a phrase. Be sure to hold each PS ager ae | : 20857 Sing, This Blessed Morn 12 
4 : each, eethoven, 10pin, 
‘note its full value. Practice slowly and 1. Bach, | Rey Aer PIANO—SIX HANDS PART SONGS 
watch the accent. Do not have back bent Gounod, Liszt, Mozart, aD BIL SS Ee oe eRe ie es 
‘when playing. Sit in an erect and com- Chaminade (or Dekoven). Se Ee es sa r Mixed Voices 
| eartable position, Always do your best. TOME? 5, PO ete eye's, 3% .90 ey eee ps ees tt M. 
THERESA ZUPAN, PrizE WINNERS FOR JANUARY Tender Apple Blossom 12 
? VIOLIN AND PIANO Men’s Voi 
(Age 10), Oregon. PUZZLE HON eC Re ens Voices 
j | BENSON, G. N. NEVIN, GORDON BALCH 
: Lillian Armstrong (Age 14), Florida. | 24347 Captivation ........... 3 .60 20864 Love’s Golden Dream. . 2 
: * i NEVIN, SHIRLEY D. 
Hidden Ptusical Words Ruth Stelzer (Age 12), Nebraska. 6 ER Ee we. ays -|aned De eee Oak 42 
B Frieda Gernant (Age 13), Michigan. DUPRE, DENIS 
By HELEN OLIPHANT BATES 24406 Reve d'Amour, ae 3.60 SCHOOL CHORUSES 
ad ae 2 Tyrolean S Arr. ADAMS, GEORGE BYRON 
Each sentence contains a musical term. Answers to Ask Another 24392 BS ae :: pe Seay E 45 esa?) Fedlnes TeO e on 
1. Mary is a most affectionate child. ; , ; BAINES, WILLIAM 
; 1. Little by little getting slower. Be of 20867 Bagpipe Man, The (Two- 
2. John has no teacher now. y s Part) 12 
3. We bought a barrel of apples. 2, Austrian. 4 J aac ie gaaabene 20869 Hiking (S. A. B.)...... 12 
4. Father gave me a bicycle for my 3. Haydn. y ends 20863 Snowil akes : + wo. Fart). 12 
birthday. 4. A symbol meaning to count the sec- 24364 Dance of the Midgets 20844 Sweet and= Low (S. A. 
5. Travel in Egypt is fascinating. ond of the two notes tied but not to re- Wis ct apumeee setacesie esse be a powii 64 a 06 
. . 2790 e Salry s r€eam...--. . 
6. Grandpa uses a cane when he walks. sound it. Sie a Mitcsiet ie"... on) ae 50 20843 Class Song (S. A. B.) 08 
7. Ellen told me you had gone to town. 5. A series of four operas by Wagner ]| 24367 A Game, of Tag—Per- ete DVORAK, ANTON o 
‘ fe oy : wa ™ 5 a | petual Motion ....... ° 2083 in rr M. 
8. Slow practice will make me a sure on subjects derived from Scandinavian ‘ ze 5 ee ae Siti pos 
ci ¥ ap FELTON, WILLIAM M. 
pianist. mythology. RISHER, ANNA PRISCILLA 20837. Volga Boatman’s Song 
9. Won’t you stay for tea! 6. Six flats. 24400 ee. of “Spring, ee 50 (oe AES i. keene 06 
F ARLAND, A. 
rs 10. My pay check is due tomorrow. co mayor 24257 Remembrances, Op. 125a 4 250 20835 Brave Old Oak, The (S. 
11. I waited so long that I got tired. 8.0 1450. , rca i, Re BYR Sees Shee 08 
_ 12. Father established this business many 9. The notes of all the instruments or PIPE ORGAN we? obiBEL, ADAM, Be 7 
years ago. voices that are being employed in a com- COMMETTE, 5. 4 ceeee HAWTHORNE, ALICE 
| position (whereas each performer uses 24433 Allegrétta: 2.666 2.05... 0% 3% .50 20841 Whispering Hope (Arr. 
HONORABLE MENTION FOR JANUARY notes of his own part only). |, sheds Getta Concae tolenncite a0” 8 Sn eae Se 
PUZZLE 10. Triumphal March from “Aida,” by NEVIN, GORDON BALCH KOSCHAT, THOMAS 
Verd | 24407 Souvenir Romantique... 3 .50 20839 Mcon Magic (S. A. B.) 08 
Clara Musehalek, Rozella Bush, Pauline erdi. ROGERS, JAMES H LAWSON, PAUL 
Freda Cramer, Virginia Latimer, 24937 Sonatina) .::+ sds fs 000 3% .80 20831 Rose Petals (S. A. B.). .08 
ler, Betty Jane Auer, Roberta Pat- 4 | 
rson, | en , Hai maty 5 oon a ee I —— Ss} 
noli, Lucille M. Young, n eadors, eacher says 
lizabeth Winters, Hazel Lehman, Phyllis Tm doing well. Everything in Music Publications 
sovinn Semman Wie Carrer Byte Ndi wanibee: THEODORE PRESSER CO. 1712:14°CHESTNUT STREET, PHILA., PA. 
’ ’ ’ 


Maxine 


Lasseter, Essie Johnson, 
Gehrig. 


But time will tell. { aa 
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MORNING SERVICE 


PRELUDE 
Organ: ‘Canzena yagi. = 55% Timmings 
Piano: Starlopettonenst ose sta + Batiste 
Ss ANTHEMS 
E (a) O Be Joyful in the Lord. Nomabama 
Cc (b) The ‘ord as VNearcne sles ets Wooler 
Oo OFFERTORY 
N Dwell in My Heart....... Wansborough 
D (S. solo) 
POSTLUDE 
Organ: Marche Joyeuse .........Stults 
Piano: Marche Triomphale....Rathbun 


PRELUDE 
Organ: Woodland Idyl 
Zeckwer-Mansfield 
T Piano: Praeludium in E minor..Schutt 
re ANTHEMS 
R (2) PA dOtation Wiis - Ls! <i relelere Borowski 
(b) The Lord is My Shepherd 
T Rockwell 
: OFFERTORY 
T GodiouMornin gece totic aeiereee Gauby 
(T. solo) 
H 
POSTLUDE 
Organ: Royal Pageant ...... ..Marks 
Piano: Power and Glory........ Sousa 


interested 


Anyone 


Choirmaster’s Guide 


FOR THE MONTH OF JUNE, 1929 


(a) in front of anthems indicates they are of moderate difficulty, 
while (b) anthems are easier ones.» 


in any of these works 
+4 examination upon request. 


EVENING SERVICE 


PRELUDE 
Organ: Prelude ..... Pachulski-Stewart 
Piano: Slumber Song ....... Arkadieff 
ANTHEMS 
(a) The Day Thou Gavest....... Dicks 
(b) It is good to Give Thanks. Ashford 
OFFERTORY 
Rejoice and Be Glad...... E. F. Marks 
(Duet) 
POSTLUDE 


Organ: Postlude .......Heller-Mansfield 
Piano: Prize Song......Wagner-Bendel 


PRELUDE PRELUDE 
Organ: Far O’er the Hills....Frysinger Organ) Plaint yon gaaneerteelstralte Hogan 
Piano: Farewell to the Piano Piano: Andante from 1st Sonata 
Beethoven Brahms 
ANTHEMS ANTHEMS 
N (a) Beloved, Let Us Love One (a) Breathe On Me, Breath of 
I Another...... George B. Nevin Good) Weis vale tetele sials sie Matthews 
N (b) Rejoice in the Lord........ Baines (b) God, Be in My Head...... Colborn 
T OFFERTORY OFFERTORY 
H God Heareth Me... iis: 2. Dichmont Jesus, My Saviour.Mrs. H. H. A. Beach 
(T. solo) (A. solo) 
POSTLUDE POSTLUDE 
Organ ey Match GinieAl.. share bs Barnes Organ: Cornelius March.. .Mendelssohn 
Pranor aserenadeny. § etarinccca Chaminade Piano: March of the Choristers. .Keats 
PRELUDE PRELUDE 
Organi” Ghost Pipes, 2500. v2... Lieurance Organ: Summer Twilight...... Hopkins 
S Piano: Sunday Morning ....... Bendel Piano: Indian Love Song...... Cadman 
y ANTHEMS ANTHEMS 
(a) O Worship the King.......Foerster (a). OF Night of “Lites sic sn e's Kountz 
u (hb) The Shepherd of His Flock. Greely (Bb) Vespersy | ias7 s, oycteerhietasraisie eere Tyler 
E OFFERTORY OFFERTORY 
N Lead Us, Heavenly Father...... Colborn Tarry With Me, O My Saviour ; 
(Duet) (B. solo) Burleigh 
T 
H POSTLUDE « POSTLUDE 
Organ:; Grand .Choeurs: Seen. « Maitland Organs) Sottie® in Gaiis. aeteotes Hosmer 
Piano: Marche de Féte......... Barrell Pianos; March Penal ornate Hollander 


PRELUDE PRELUDE 
T Organ: Chanson Pastorale.......Harris Organ: Romanza in G......... Eversole 
W Pianos ‘Barcarolles «aru veices sens Ashford Piano: Ave Maria.. ..... Bach-Gounod 
E ANTHEMS ANTHEMS 
N (a) O God Unseen, Yet Ever (a) Lead On, O King Eternal 
aL Cab aiaige setae conten 3 Banks illiams 
Y (b) Love of Jesus, All Divine ..Potter (b) Thy Will Be Done........Ruebush 
oz OFFERTORY OFFERTORY 
T Jesus, Stretch Thy Hand to Me His Arms Your Refuge Make. .deLeone 
H Frysinger (S. solo) 
I (S. solo) 
R POSTLUDE 
D POSTLUDE Organ: Festival March......... Nessler 
OvgarnzHosanna [vy ieeri inten > oe Diggle Piano: Swedish Wedding March 
Prano:) Adoration saree. -6). ole Atherton Soderman 


ORGAN RECITAL 


Sonatina clas ew ener James H. Rogers 
(a) Vivo Giocoso 
(b) Andante 
(c) Carillon 


ANTHEMS 
(a) The Pilgrims of the Night. Rockwell 
(b) Teach Me, O Lord........ Attwood 
OFFERTORY 
Calvatimar panne cui snes athe miathieia arte Drdla 
(Violin, with Organ or Piano Accpt.) 
POSTLUDE 


Organ: Ceremonial March.......Harris 
Piano: At Evening..... ....Schumann 


secure them for 


may 


fs 


STANDARD HISTORY OF MUSIC 


By JAMES FRANCIS COOKE 
A FIRST HISTORY OF MUSIC FOR STUDENTS AT ALL AGES 


A thoroughly practical textbook told in story form. So clear a child can understand every word— 
All difficult words ‘‘self-pronounced.” 
illustrations, map of musical Europe, 400 test questions, 250 pages. 


so absorbing that adults are charmed with it. 


PRICE, $1.50 


gilt stamped. Any teacher may use it without previous experience. 


THEODO 


150 excellent 
Strongly bound in maroon cloth, 


EDUCATIONAL STUDY NOTES ON 2MUSIC 


THE ETUDE 


IN THE JUNIOR ETUDE 


By Epcar ALDEN BARRELL 


Gigue No. I, by Helen L. Cramm. 


As in Courante—also_ by 
Miss Cramm—which was in a 
recent Junior Erupk, the first 
section of this dance is re- 
peated note for note in the 
second section, but in a dif- 
ferent key. Thus if you 
have learned the first section 
thoroughly, it should be a 
very simple matter indeed to 
learn the second. Be care- 
ful, however, to make the 
second section softer than the rest of the jig. 

The great composer, Johann Sebastian Bach, 
wrote some of the best and liveliest jigs of all, 
as you will find out for yourselves when your 
fingers have grown capable enough to encounter 
them. 

The grace note in the fifteenth measure is to 
be.struck on the second beat, not before it. Grace 
notes are so called because they add grace to the 
melody line. , 

Don’t forget the left-hand slurs in measures 
five to seven. 


Dollie Waltz, by J. M. Baldwin. 


Here is a dainty little 
waltz, very easy to play. 
The left-hand part must be 
kept soft and smooth, to “set 
off’? the melody in the proper 
fashion. Of course it would 
be much simpler to make it 
choppy and horrid, but that 
would sound so badly that 
your teacher would-be sure 
to give you a scolding when 
she heard it. 


Witches, by Ella Ketterer. 
All of | us 


what 


know 
witches are, especially if we 


have ever visited Salem, 
Massachusetts, where years 
ago many such were hanged. 
Ella Ketterer has pictured 
them in this short sketch, 
and so well that we can 
fairly see them mounting 
brooms and_ flying about 
through the air. 

In measures one, five, nine, 
and so forth, the hands must sound the notes 
absolutely together. In the next section the 
right hand crosses over the left and plays a 
melody that must be plainly marked—which 
means that the left-hand accompaniment is to 
be played rather softly. 

Here is a tone-volume plan of Witches: 

First section: f. 
Second section: pp-f-pp. 
Third section: #f. 


Theodore Roosevelt, by Dorothy Gaynor Blake. 


It seems only a few years 
ago that Roosevelt was alive, 
and then every child ‘in 
America could tell, with 
glowing eyes, of his greatness 
as _a hunter, fighter, writer 
and president. To-day there 
is information about him in 
books, but that is scarcely so 
exciting. If you have for- 
gotten some of it, read the 
little verse at the head of 
this piece, descriptive of Roosevelt’s exploits. 
Mrs, Blake has said to play Theodore Roosevelt 
“with spirit,’’ which is truly very necessary if 
you are to make it a real music-picture of the 
great man. 

The only hard measures are those in which 
the hands cross. For these measures the one 
thing needed is lots of practice. 

This composition is from the fine set of pieces 
known as ‘Musical Portraits from American 
History.” 


Call to Arms, by C. W. Kern. 


If you are tempted to vary 
the time by playing faster or 
slower in spots, remember 
that you are playing for real 
or imaginary marchers who 
could not march well in that 
uneven way. 

In measure seventeen 
notice that the notes and 

in the right hand are half 
notes, to be given two beats 
each. 

In the measure before the end, the C’s on 
beats one and two are notes suspended—or held 
over—from the last chord of the measure before. 
This is a very nice effect, is it not? On the 
third beat of the measure the C “resolves” to 
B, in the left-hand part, 


Quartet from “Rigoletto,” by G. Verdi. 


An interesting story of the 
life of this famous Italian 
composer is printed in an- 
other column of the Junior 
Erupe. It is nearly eighty 
years now since he wrote the 
beautiful opera in which this 
quartet occurs, and yet the 
melodies are still loved and 
played. 

The great simplicity of this 
arrangement will appeal to 
the pours pianist, who should not fail to get 
all the expression possible into the piece, 


At the Circus, by Paul Valdemar. 


What is more: fun than a 
circus, with its clowns, side- 
shows, trapeze artists, and 
pink lemonade? Mr. Valde- 
mar wrote this composition 
for rhythmic orchestra to 
show what a circus seems 
like to him. You are fast 
getting accustomed to these 
rhythmic orchestra numbers, 
and this one gives you a fine 
opportunity to display youy 
prowess. 

Your rhythm should be so nicely developed 
now that you do not have to beat time with your 
foot any longer, nor even need to have the 
leader go through all sorts of antics in order to 
get the orchestra to play “‘together.’’ 


Dear Junior EtTupE: 


I saw a letter from Marie Daniels in 
the July Erupe. I don’t know whether 
I do as much as she does or not, but I 
play piano and clarinet. I play clarinet in 
our Civic Club Band, and in the symphony 
orchestra, the High School Band and the 
Junior Band. It certainly keeps me busy 
because we have difficult music to learn 
for each organization, and I have a lot 
of practicing to do. I have not had much 
instruction in piano.) Our Civic Club Band 
entered the band tournament in North Da- 
kota this year, and I enjoyed hearing the 
other twenty-seven bands play. 

From your friend, 
Lira Horstap, 
(Age 13), North Dakota. 


“Every well trained youth and girl ought 
to be taught the elements of music early 
and accurately.”—RUSKIN. 


Stuy 


Answers to 


(Can You Gell? 


SEE PAGE 258 OF THIS ISSUE 


Group 
No. 23 


1. A Clef is a character used to 
locate the letters on the staff. 

2. Breitkopf and Hartel, of 
Leipzig, founded in 1719. 

3. Yes; because it is the regu- 
larly sharped leading-tone of 
the key. 


each note would have one- 

sixth of a beat. 

In 1881, by Major Henry L. 

Higginson. 

6, The Relative Minor has the 
same signature as its Rela- 
tive Major; while the Tonic 
Minor has the same key-note 
as its associated major key. 

7. The “Bay State Psalm Book,” 
at Cambridge, Massachusetts, 
in 1640. It was at the same 
time the second book printed 
in America. 

8. Mf. is the abbreviation of 
mezsoforte, which means “me- 
dium loud.” 

9. A Rest is a musical character 
used to indicate silence. 


10. Haydn, by Mozart. 


WATCH FOR THESE TESTS OF YOUR STORE 
OF KNOWLEDGE, APPEARING IN EACH 
ISSUE OF ““THE ETUDE MUSIC MAGAZINE.” 


on 
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DELIGHTFUL PIECES FOR JUNIOR ETUDE READERS 
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HELEN L. CRAMM, Op. 42, NO 2 


Allegro M.M. # = 120 


— 


British Copyright secured 


DOLLIE WALTZ 


Very easy. Grade 1. 


J. M. BALDWIN 


= 54 


Tempo di Valse M.M. ) 


2 


Copyright 1923 to Theo. Presser Co. 


253, 281, 289 


er Music Sections in this issue on pages 
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WITCHES 


ELLA KETTERER 


Very characteristic. Grade 23. 


In 
ts 
een || 


Poco MEnO MOSsoO 


2 CO 5 ees ee Se SE 


om oS ow EES ve OO Ow OS 


ae: 


ee 
: 
a 
1 
DH 


p pet 
= AB 
7 

Ba 

reg 


i ae 

os 

: 
Ss 
a. 


British Copyright my 


Copyright 1928 by Theodore Presser Co. 


THEODORE ROOSEVELT 


AMERICAN WAR 


Theodore Roosevelt, Theodore Roosevelt 


THE SPANISH 


DOROTHY GAYNOR BLAKE 


Went to help the Cubans and to fight the Spanish too. 


Theodore Roosevelt, Theodore Roosevelt 
And whilein South America he found a river new. 


Never was hero worthier named than Roosevelti 


Led his men to victory on San Juan Hill. 
Across the veldt of Africa wild beasts he did pursue, 


4 
2: 


set of Musical Portraits. Grade 2 
With spirit M.M. d= 126 


From a 


Dorothy Gaynor Blake 
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British Copyright secure 


* The rhythm of the verse is found in the first twelve measures and then skips to the twelfth measure from the end and uses the next four measure 


Copyright 1925 by Theodore Presser Co. 
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British Copyright secured 
GIUSEPPE VERDI 


QUARTET 
from“RIGOLETTO” 


CALL TO ARMS 


108 


=96 


ia M.M.e 


Marc 


a 

2 
: 
1 


Tempo d 
Andante 


\ =a Pauseor Hold; sustain at will 


mi 


ah 


ll 
P 


HK 
¢ 


Good for indoor marching. Four steps 


tothe measure. Grade 23. 


Copyright 1928 by Theodore Presser Co. 
See Junior Etude. Grade 38. 
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THE ETUDE 
PAUL VALDEMAR 


For Rhythmic Orchestra 


AT THE CIRCUS 


Allegretto 
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1B ETUDE 


FORTY-FOURTH YEAR 


Institutional Member of National Association of Schools of Music 


A School for the Beginner, 
and the Professional 


No Entrance Requirements except for Certificate, 
Diploma or Degree Courses 


SUMMER 


July 1st to August 10th 


Regular Faculty of 95 Eminent Instructors 


and 


Distinguished Specialists in 
Public School Music 


Courses are approved and accredited by Pennsylvania and 
other State Boards of Education, 
of Supervisors in grades, junior and senior high schools, normal 
schools, and colleges and lead to degrees of Bachelor of Music 


Education, 


Orchestra and Band Conducting 


Brass and Wood wind 


Applied Music | 


In addition to the various classes, 


offered in all branches. 


DORMITORIES 


Write for special Summer School Circular 


ADMINISTRATION BUILDING 


1331 S. Broad Street, 


COMBS 
CONSERVATORY 


GILBERT RAYNOLDS Comes, Founder and Director 


PHILADELPHIA 


Ambitious Amateur, 


SCHOOL 


OsspourRNE McConatiy, 
Director Public School Music 
Department 


and include all subjects required 


Instrumentation 


private instruction is 


Philadelphia, Pa. 


TEMPLE UNIVERSITY 
School of Music 


321 LOCUST ST, PHILADELPHIA, PA. 


. Thaddeus Rich, Mus.Doc., Dean.» 
E. F. Ulrich, Associate Dean 
IGHEST STANDARDS of MUSICAL INSTRUCTION 


Teachers’ Certificates, Diplomas, Degrees 


NO HIGH SCHOOL EDUCATION REQUIRED 
CEPT FOR THE COLLEGE COURSE OF MUSIC 
LL BRANCHES OF MUSIC—From the Children’s Depart- 
ment to the Highest Grades—Private Lessons. 
1y Instrument orVoice may be taken without Other Branches. 
—DISTINGUISHED FACULTY— 
JPERIOR ey VIOLIN AND VOICE DEPARTMENT. 
TRAINING FOR OPERA 
chestral Instruments Fengnt principally by members of 
the ae hia Orchest 
‘UDENT R TT ALS—OPPORTUNITY FOR ORCHESTRAL 
PRACTICE 
/ASSES IN HARMONY AND HISTORY OF MUSIC. 
PUPILS MAY ENTER AT ANY 
TIME DURING THE YEAR 
udent Dormitories. Branch Schools. Write for Catalog 


4 
PIANO DELIGHT 
‘ontains 47 Full-Page Excerpts of Piano 
Pieces in Grades from 1 to 5, selected 
from the very best recent publications 
A Post-Card Brings a Free Copy 
HEODORE Presser-Co. Puiapevpata, Pa. 


SPECIAL TRAINING 
FOR TEACHERS 


| Six Weeks Summer Term 
June 24th to August 3rd 
Musical 
Institute, Inc. 
181-133 Bellefield Ave- 
Pittsburgh 


School of Music 
Philadelphia Polytechnic Institute 


of The Y. M. C. A. of Philadelphia 
Nineteenth Season 


DIPLOMA COURSES--Piano, Organ, Voice, Violin. 
THEORY. Also courses in Conducting, Teach- 
er's Training, Appreciation of Music, Band and 
Orchestral Instruments. 

PHILA.’S FINEST THEATRE ORGAN SCHOOL 
Direction Irving Cahan, featured organist, Stan- 
ley Company of America. Three organs including 
a new Kimball Unit Organ and a modern projec- 
tion machine and screen. 

OPEN TO STUDENTS OF BOTH SEXES 
Send for Catalog E. 

BENJAMIN L. KNEEDLER, Director 

1421 Arch Street, Phila., Pa 


ZECKWER-HAHN 
Philadelphia Musical Academy 


59 years of continued success in training musicians 


Highest Standards of Musical Instruction 
For year book, address 


Frederick Hahn, President-Director 
1617 Spruce Street 


VOVOPOV ILL LOL VL PY VSP VILLE 


Oldestandmostpracticalsystem. 
The Courtright A great opportunity for teachers 


to specialize in this unlimited 
System of Musical ae 


eld. Write for particulars in 
Kindergarten correspondence course. 


Mrs.Lillian Courtright Card, 116 Edna Ave.,Bridgeport,Conn. 
PS A 
When you write to our advertisers always mention THE ETUDE. It identifies 
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and Ten Weeks Courses. 


Summer. 


| NEW YORK SCHOOLof MUSIC and ARTS | 


310 West 92nd Street, New York City (At Riverside Drive) 
RALFE LEECH STERNER, Director 


Special Summer Courses for Teachers | 


Starting May 15th Students Can Enter Any Day, Six 
Regular Faculty of Celebrated 
American and European Artists in Attendance All 
Dormitory in School Building, Beautiful 
Rooms, Private Baths, New Pianos. 


Send for Catalogue, Summer Leaflet and Biographies of Teachers 
Telephone Schuyler 4140 


INSTITUTE OF MUSICAL ART 


of the 


JUILLIARD SCHOOL OF MUSIC 


120 Claremont Ave. 
FRANK DAMROSCH, Dean 


A school for serious students. 


All branches. 


New York City 


Moderate tuition fees. 


SPECIAL ANNOUNCEMENT 


All talented advanced violin students will come under the personal 
observation and instruction of 


PROF. LEOPOLD AUER 


Phone Trafalgar 9349 


VIRGIL SCHOOL OF MUSIC 


Founded by the late A. K. VIRGIL 


(Originator of the Virgil Method, Inventor of the Virgil Practice Clavier) 


e 
Special Courses 
For all particulars address: THE A. K. VIRGIL CLAVIER CO., or 


MRS. A. K. VIRGIL, Director 


NO OTHER ADDRESS 


For Teachers, Players and Earnest 
Students of All Grades 


411 WEST END AVENUE 
NEW YORK 


HA. Kanling Baker 


PIANIST AND INSTRUCTOR 


Intensive lessons in technic, repertoire, teaching. 


10 one-hour 


lessons $100. Special rates for summer class. Auditions at Stein- 


way Hall Studio Monday mornings or by appointment. 


Recital 


programmes and cards to musicales sent on request. 


Residence Studio 


GRANBERRY 


PIANO SCHOOL 
149 East 61st St., New York, N. Y. 


For PIANISTS, ACCOMPANISTS and 
TEACHERS 


MUSICAL DEVELOPMENT THROUGH 
SIGHT-TOUCH and HEARING. Booklet 


INTERNATIONAL Set AnD ey 
MRS. BABCOCK 

OFFERS Teaching Positions, Col- 

leges, Conservatories, Schools. 

Also Church and Concert Engagements 


CARNEGIE HALL, NEW YORK 


Send for 
1929 Catalog 


311 East 57th Street 


VIRGIL PIANO CONSERVATORY 


Special Course for Teachers 


New York City 


The 


5; DRAMA-DANCE 


ELOCUTION, MUSICAL COMEDY,PHOTOPLAY 
Art of SINGING, Elective Courses tor Stage, 
Teaching, Directing and Personal Culture (Ap- 
pearances while learning) Student Stock Co. and 
Art Theatre Stress Personality, Artistry, Debuts 
Pupils—Mary Pickford, Mary 
Nash, Taylor Holmes “Eleanor Painter, Dorothy 
Jardon he Astairs, Lee Tracy, Dolly Sisters, 
Laurette Ta lor und others. 
desired Maile re ‘ree. 
VIENE UNIVERSITY 
66 west might ue STREET 


(Ext. 3-M 


and Placements. 


ADVISORY 
DIRECTORS 


Catalogue of Study 
Wm, A. Brady 
Sir John 
Martin Harvey 
J. J. Shubert 


ee 


’ : 
Teachers’ Normal Session 

Courses in TRINITY PRINCIPLE PEDAGOGY, 
MUSICIANSHIP, and how to teach the BEGINNER to 
PLAY in the FIRST LESSON, 

Courses taught by correspondence and personal 
work, siaar SINGING without ‘‘do re mi’’ ‘‘num- 
bers,’ “‘i MODULATION COURSE — Not 
Orthodox Bavsonas Rules. 

Send $2 for Rhythin Lesson One Booklet and Construc- 
tive Music Book. Associate Teacher in Every State, 


Address, EFFA ELLIS PERFIELD 


121 MADISON AVE. [COR. 30TH ST, ] NEW YORK CITY, PHONE ASHLAND 5551 


137-39 West 72nd Street 
NEW YORK CITY 


you as one in touch with the higher ideals of art and life. 
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MUSIC STUDY 
EXALTS LIFE 


Music AND THE COMMENCE’ 
MENT EXERCISES 


On the commencement programs of thou- 
sands of schools, colleges, and academies, 
music has come to be an inseparable part, 
and those who are charged with arrang- 
ing these programs are now seeking ma- 
terial from which they can make appro- 
priate selections. The aim always is to 
display the capabilities of those who par- 
ticipate in the musical numbers, particu- 
larly in those institutions of learning that 
are blessed with a department of music. 
Whether the musical selections are to be 
for chorus singing, vocal or instrumental 
solo or ensemble work, the desire is to 
present the performers at their best. 

For the convenience of those who are 
now engaged in seeking this material, the 
Theodore Presser Co. extends an invita- 
tion to make use of the far-famed Pres- 
ser Service, which includes the selection 
of appropriate material by a large, effi- 
cient corps of trained experts, the con- 
venience of obtaining this material for ex- 
amination, with return privileges, and the 
liberal professional and quantity discounts 
on purchases. 

A folder, ‘‘Commencement Music,” is 
published in which may be found lists of 
suitable numbers, including choruses, in 
anison, two, three and four parts—for 
mixed, men’s or treble voices, vocal solos 
and duets, piano ensemble numbers, prizes, 
awards and gifts. This folder will be sent 
free upon request. 

Among the numbers published during 
the past year that are particularly suitable 
for Spring Concerts and Graduation Pro- 
grams we recommend: 


Two Part—Tresie Voices 

The Green Trees Whisper’d, by Richard 
J. Pitcher, 12 cents. 

Hark! The Tiny Cowslip Bell, by Kath- 
erine K. Davis, 12 cents. 

The Pipes O’ Pan, by William Baines, 
12 cents. 

Robin Redbreast, by Richard J. Pitcher, 
10 cents. 

The Song of the Streamlet, by Richard 
J. Pitcher, 12 cents. 

Sunset Skies, by Cecile Chaminade, arr. 
by Shirley Dean Nevin, 12 cents. 


S. A. B. CHorvuses 


Class Song, by G. A. Brown, 8 cents. 

Fealty Song, by D. Spooner, arr. Felton, 
12 cents. 

Happy Days, by Adam Geibel, 12 cents. 

Pickaninny Sandman, by Sarah Talbert, 
8 cents. 

Volga Boatmen’s Song, arr. by William 
M. Felton, 6 cents. 


Mixep Votces 
Pastorale, by Charles B. Macklin, 20 
cents. 
Pickaninny Sandman, by Sarah Talbert, 
12 cents, 


Men’s Voices 


De Hoot Owl, by Shirley Dean Nevin, 
12 cents, 

Pickaninny Sandman, by Sarah Talbert, 
12 cents. 


ExpIRATION DATE 


Note the expiration date which appears 
to the right of your name and address. 
If the date is April, 1929, it means that 
the last paid for copy was mailed with the 
April issue. Please let us have your re- 
newal promptly, which will avoid misun- 
derstanding and confusion, 


’ iw Publisher's Monthly Létter 


A Bulletin of Interest for All Music Lovers — 


OUR SOURCE OF INSPIRATION 


OTHING galvanizes the. naturally enthusiastic and zealous person 
How can we of the large Presser staff fail to 

“work our heads off” to please our patrons when we receive by the 
hundreds letters like the following, which just arrived from a valued 


like encouragement. 


friend in Virginia: 


apparent to us. 


No one realizes more than we do that perfection is an ideal. 
strive constantly to overcome any defects in our system as they become 
We are exultant in the fact that complaints for short- 
comings are so few that musicians generally, who deal with us by mail, 
are assured as satisfactory service as is humanly possible. 

‘If you have never opened an account with the Theodore Presser Co. 
(especially if there is no adequate music store in your vicinity) you 


‘Permit me to say that words fail adequately to express my. 
deep appreciation of your prompt service, advice, and general 
acts of kindness and courtesy that you have always given me. It 
would be impossible to carry on my work successfully without 
your help, and I feel that the leniency and courtesy you extend 
me demand expression of my heart’s deepest gratitude.” 


We 


will find it a most profitable step to write today for particulars relating 
to the simple method of starting a delightful business connection. 


Advance of Publication Offers—April, 1929 


Paragraphs on These Forthcoming Publications will be found under These Notes. 
These Works are in the course of Preparation and Ordered Copies will be 
delivered when ready. 


ALGERIAN Dances—Pr1ano—R. S. SrouGHTon.60c 
Brive Ripcr Ipyts—Piano—LILy StTrRICKLAND.60c 
Book or Trios For Piano, VIOLIN AND CELLO.75c 
CHANGES oF PosiTIon — VioLIn — SEVCIK, - 
Op. 8 3 
Crasstc AND Mopern BanD AND ORCHESTRA 
Cortiection—Jos. E. Mappy AnD WILFRED 


IW YELSON—PARTS)}) BACH co: 0s ckoietarolose te arouse siete 25c 
Prano ACCOMPANIMENT TO ORCHESTRA..... 40c 
Concert ORCHESTRA FOLIO—PARTS.........- 15c 


Piano ACCOMPANIMENT......ceecceeseess -d0C 
Easy CoMPosITIONS FOR THE DEVELOPMENT OF 
TECHNIC AND TONALITY—PIANO—WRIGHT..25¢ 


FIppLIN’ FoR FuN—Rop Roy PEERY.......-+ 40c 
HELLER—PHILIPP—STvupDIES In MuSICIANSHIP 
—Prano—Books 3 AND 4, EACH......:.5.5 60c 


How to Master THE VIOLIN—FREDERICK E, 
Haun $1.00 

LeHRER’s ENSEMBLE Metuop, VroLta, CELLO 
anp Bass Parts—Wi1iit H. Bryant—EaAcH.35c 


Licut Opera PropucTION—GwyYNNE Burrows.60c 


NECESSARY JINGLES FOR THE PIANO—BLANCHE 
Fox STEENMAN 


New Prano AtsuM For YOUNG PLAYERS....35c 


Our Litrrte AMERICAN CousiIns—LALLA 
IRVCKORE *!. Seis esiecls scm pinteitoe emia 0c 
ReguiemM Mass For Two-Part CHorus— 
GAP ABRIZI ‘(cls siaieia'nis'oleldleteisrerte sitter cteteruee Se 
SHEPHERD, THE—Musicat Pray—MaruiLpe 
BILBRO. \ .! 15.2505 Senaiateaiein's alee eet neetet ie oackele Oe 5¢ 
S1x Stupy Pieces ror tHE Lert Hanp 
(ATONE—-BERGER . 6.055)\5 sana aha ie es ee. 
Ture Temrest—Suitz ror Orcan—H. J. 
DEEWART | > sug ste) netare ecalmatelviatalerstele ate niitis He 60c 
Turee Dances From Henry VIITI—Piano— 
GER ROAT Is". \a1ar5/0 dis wore crn Narena sate teers nee tote 40c 


To a Karypip>—CHILpREN’s CANTATA—CaRL 
Buscu 


SuMMER Music Work 


Resolutions are usually the paramount 
thing at the beginning of a new year, but 
music teachers in their vitally important 
key position in fostering the musical ad- 
vancement of our country should begin 
about this time to make certain resolutions 
with regard to Summer Months. It would 
mean much to musical progress in this 
country, as well as to all teachers and 
students of music if all teachers carried 
out these resolutions: 

Resolved, to let no pupil dissipate a 
musical education by several months away 
from music. 

Resolved, to provide special Summer 
music study opportunities to hold the in- 
terest of present students and gain new 
students. 

Resolved, to seek, as a teacher, oppor- 
tunities for personal further advancement 
in the art in order to be better equipped 
for the start of a New Season, after a rea- 
sonable few weeks’ vacation between 
classes. 

It is possible for every teacher to hold 
to these resolutions. Even if the students 
are going away, arrangements can be made 
with the parents to have them do some 


musical work, or by the reading of various 
musical articles and books to gain a 
greater knowledge and appreciation of 
things musical. : 

As for interesting summer study, ‘there 
can be arranged in addition to private or 
class instruction upon an instrument, spe- 
cial classes in such highly attractive sub- 
jects as Harmony, Composition, Musical 
History or Musical Appreciation. 

As far as the teacher’s personal self- 
development is concerned, even if it is im- 
possible to afford the time or money to 
attend some of the master classes offered 
by leading schools and colleges and normal 
teachers, it is possible to apply self-study 
in Theory, Harmony, Composition or 
Counterpoint, and the benefits of “brush- 
ing up” neglected technic should not be 
overlooked. 

The Theodore Presser Co. will be very 
glad to suggest materials for special study 
classes and books and technical material 
for self-study. 

The teacher who has the opportunity to 
attend special summer classes will find 
many suggestions in the announcements of 
schools and colleges of music in the cur- 
rent issues of THe Erupr. 


Conceit may puff a man up but never prop him up. 


—John Ruskin 


ADVFRTISEMENT 


© For Grapuates AND Promorep StTupENTS 


THE ETUD 


(Co fs 
MUSIC STUDY 
EXALTS LIFE ) 


be 
~, 


THe Cover oF THIS IssuE 


Tue Ervoe has presented to its readers it 
the last year or more many exceptionally 
interesting illustrations of a musical char= 
acter. The subjects of some of these ib 
lustrations have been personages and 
places abroad held in high esteem by 
well-informed musical folk, and _ others 
have been reproductions of famous paint- 
ings hanging in Europe’s leading art ga 
leries. R 

Among the reproductions of musical 
subjects brought back to this country by 
the representatives of Tur Erupr, who 
traveled extensively in Europe for the spe 
cific purpose of locating things of interest 
to our readers, was a photograph of a 
decoration in the Paris Grand Opera 
House. The central portion of this decora- 
tion was taken from the photograph r 
production, and after being colored by an 
artist of high standing, was reprodiaiy 
for the cover of this issue of Tur Erunr, 

The entire decoration in the Paris ‘co 


Opera House includes, beneath the clou 
enwreathed vision showing on our cove 
this month, a singer upon the stage with 
the darkened orchestra pit in front and is 
the shadows on the side, boxes filled with 
beautifully gowned ladies and formally 
dressed gentlemen. 
Evidently the artist in designing a dec- 
oration of this character with such 
lovely group floating above the singer’ 
head, desired to show that music, with it 
beauties of tone and inspirational forces, 
transports one into close proximity to 
things heavenly. 


DipLoMas, CERTIFICATES 
AND AWARDS 


—— ee 


As a convenience to our thousands of 
professional patrons, many of whom find 
the selection of the materials mentioned in 
the head of this article difficult because of 
their inaccessibility to metropolitan shop- 
ping centres, we carry a representativ 
stock of medals, certificate and diploma 
forms, music carriers and musical books, 
These are listed in our free folder “Come 
mencement Music.” 

Naturally, we are frequently requested 
to have the various awards suitably in- 
scribed, the diploma and certificate forms 
to have engrossed upon them the name o 
the school, the recipient’s name, the cours 
of study completed, ete., and the medals 
to be engraved with the date and recipi- 
ent’s name. 

To comply with these requests we have 
engaged the services of a local expert pen- 
man for th \ engrossing and of an en- 
graver for tl ecial work on the ned 
Through this *° »ngement the charges are 
kept at a n va, but it is suggested 
that those w _ to utilize this service, 
place their - ample time, at least’ 
two or thre Ass in advance. so tha 
vexatious de and possible disappoint- 
ments may ‘avoided. Prices will be 
quoted upon application. Kindly mention 
exact lettering desired when writing for 
price quotations. 


Loox Our For SwInDLerRs 

Be on your guard against strangle 
soliciting subscriptions for Tue Erupr 
Mustc MacAzine. There are too many un- 
scrupulous men and women who impose on 
our musical friends. Do not pay any 
money unless you are willing to assur 
the responsibility of it reaching us. S 
no contract or enter into no contract w 
out carefully reading it. We cannot 
responsible for the work of swindlers. 


HE BTUDE 


(CHANGES OF PosITION FOR 


THE VIOLIN 
By O. Sevicx—Op. 8 


This will be a new volume in the Presser 
‘ollection. Sevcik’s Opus 8 is a very im- 
ortant work in modern violin technic. 
fter the student has learned to play well 
the first position, he must learn “to 
nift,’ and then he learns the positions 
ne by one. There is no better way of 
complishing the shift than to use these 
tudies. The present volume is edited by 
Mr. Otto Meyer, who is an authorized rep- 
esentative of Prof. Sevcik in this country. 
The special introductory price in ad- 
vance of publication is 30 cents per copy, 


tp - . 


IDDLING FOR Fun, OR PLAYTIME 
FOR THE} YOUNG VIOLINIST 

A Meruop ror tHE YouncEest BeGINNER 
By Ros Roy Perry 


With the violin, more so probably than 
ith any other instrument, it is very diffi- 
cult to hold the interest of the real young 
beginner. There are so many tedious pre- 
liminary details regarding the correct 
anner of holding the violin and bow 
ich require attention before the pupil 
nay proceed with the actual playing of 
notes, that the child beginner’s interest is 
often given a most severe test. Here is a 
book that is intended to hold the interest 
of the young pupil from the very begin- 
ning. The first studies are illustrated 
with stories in rhyme. The finger position 
for the tones on the G string (second and 
third fingers close together) is used as a 
finger pattern for all the other strings. 
The book goes along delightfully through- 
out and the student accompanied by the 
teacher is playing little melodies almost 
before he knows it. 


The special introductory price in ad-_ 


vance of publication is 40 cents a copy, 
postpaid. 


t 

VIOLA, "CELLO AND Bass Parts TO 

a PHRER’S ENSEMBLE MgTHOD 
By Wu. H. Bryant 


_ With the growing popularity of the class 
method for violin instruction, there is an 
increased demand for such a book as Leh- 
rer’s Ensemble Method for the Violin. 
This book is continually gaining new 
friends among school supervisors and priv- 
vate teachers conducting violin classes. In 
fact, success with this class method has 
pouent a demand for instruction material 
9 cover beginners on other string instru- 
ments, studying side by side with violin 
students, and has brought about the pub- 
lishing of these viola, ’cello and bass parts 
to accompany the Ensemble Method. With 
the addition of these parts, it will make 
»0ssible the use of one complete course of 
class instruction for the beginning of an 
orchestra. For public school-purposes es- 
pecially this combination should prove in- 
dispensable. 

_In advance of publication these three 
new parts may be ordered at the special 
price of 35 cents each. 


ow TO MasTER THE VIOLIN 
By Frevertck E. Hann 


Without being dry or abstruse, this book 
sents an exhaustive disquisition upon 
ything pertaining to the art of violin 
ying, by a practical teacher of many 
rs’ experience. Mr. Frederick E. Hahn, 
author, has produced a work that we 
elieve will take its place among the im- 
ortant pedagogical works in all violin 
rature. The book is in no sense an in- 
ction book. It is much more, and will 


il and teacher. Using the principles as 

} by that master technician, R. 
sutzer, the author proceeds to give valu- 
e hints on the practical application of 
ese principles in mastering the difficul- 
in some of the standard works of 
1 literature. The progressive teacher 
ambitious student will be quick to 
value of such a work and will 
ace his order for a copy at the 
advance of publication of 
al 


. 
a 


pounded 


rove to be a valuable aid. both to the pu-_ 


Book oF Trios 
For Piano, Vio~tin and CELLo 

Trio playing is one of the most inter- 
esting forms of chamber music. In the 
past, owing to the scarcity of ’cello play- 
ers, it has not been easy to make up trio 
parties; but now since the ’cello is being 
studied more generally, this is easier to 
accomplish. Before taking up even the 
easier classic trios, it is necessary to ob- 
tain some practice in ensemble playing, 
and this is the object of our new Book of 
Trios. These are splendidly effective ar- 
rangements of some of the best and most 
suitable numbers in our catalog, together 
with a few pieces by standard writers. 

The special introductory price in ad- 
vance of publication is 75 cents per copy, 
postpaid. 


Crassic AND Mopern BAND AND 
ORCHESTRA COLLECTION 


By Joserux E. Mapvpy anp Wi1LFRED WiLson 


The school band or orchestra requires a 
more extensive instrumentation and a dif- 
ferent manner of arrangement than that 
of the usual professional make-up. In ar- 
ranging for the school band or orchestra, 
it is necessary to make every instrument 
count, without writing parts that are over- 
ly difficult to play, while at the same time 
making the arrangements full and _ bril- 
liant. In this art, Messrs. Maddy and 
Wilson have excelled. The present col- 
lection is made up of gems from the works 
of classic, modern and contemporary 
writers. It will be wholly different, how- 
ever, from other books; while the contents 
are similar, the band and orchestra parts 
are not interchangeable. The various 
numbers will be especially suitable for 
contest and exhibition purposes. 

The special introductory price in ad- 
vance of publication for the instrumental 
parts, either for band or orchestra, is 25 
cents each, postpaid; the piano accom- 
paniment to the orchestral version, 40 
cents, postpaid. ; 


Concert OrcHESTRA FOoLio 

This collection is now ready and the 
special offer will be withdrawn after this 
month. This is a real concert and exhi- 
bition book for school orchestras that are 
somewhat advanced. Some of the best 
numbers in our catalog adaptable for or- 
chestration have been included in this 
work. There are no numbers which have 
appeared, or will appear, in any other 
collection. 

The special introductory price in ad- 
vance of publication for the instrumental 
parts is 15 cents each, postpaid, and of the 
piano part, 30 cents, postpaid. 


-**THE TEMPEST” 
Surre ror Orcan 
By H. J. Stewarr 


In this fine new work for the organ we 
find six highly characteristic numbers. All 
are fine bits of descriptive writing depict- 
ing respectively the Shipwreck, The En- 
chanted Isle, Ferdinand and Miranda, 
Caliban, Ariel, The Masque of Ceres. 
These numbers are of moderate length, 
adapted alike for recital work, picture 
playing and general study purposes. Mr. 
Stewart is a master hand at this style of 
writing. The pieces will be published to- 
gether in a handsome volume. 

The special introductory price in ad- 
vance of publication is 60 cents per copy, 
postpaid. 


Sixx Srupy Pieces ror THE LEFT 


Hanp ALONE 


By Francesco Brercer 


This new work is now in the hands of 
our engravers and it will be ready very 
soon. In looking over the manuscript, we 
have been struck by the compact quality 
and general usefulness of these fine little 
study pieces. No earnest student can fail 
to gain great benefit from practicing them, 
and this gain will be both technical and 
musical. 

The special introductory price in ad- 
vance of publication is 25 cents per copy, 
postpaid. 


NECESSARY JINGLES 
For tur PriAaNovorre 
By Buancur Fox Srrenman 

A large amount of subject matter is 
covered in this beginner’s book, but it is 
presented in such an attractive manner 
that it is easily grasped by even the 
youngest pupil. The following technical 
points are covered: Independence of Fin- 
gers, Thumb Preparation for Scales, Key 
Grouping in Scales, Fingering of Scales, 
Triads and Arpeggios (Crossing Hands), 
Wrist Work and Chromatic Seales. Each 
technical problem is worked out with ap- 
propriate verses and pen drawings and 
the child’s interest is thus. stimulated 
throughout. This little work may be used 
in conjunction with any other beginner's 
book for tiny tots. 

The special introductory price in ad- 
vance of publication is 30 cents a copy, 
postpaid. 


Easy ComposiITIONs FOR THE De- 
VELOPMENT OF TECHNIC AND 


TONALITY 
For tHE PIANOFORTE 
By N. Louise Wrienr 
This is another one of Miss Wright's 
interesting study books for young pupils. 
In this book the composer goes into some 
of the more unusual keys, and this makes 
it especially useful, since in the earlier 
grades writers are very prone to stick to 
a few familiar keys. All of Miss Wright's 
works have been much appreciated by 
teachers and students. 
The special introductory price in ad- 
vance of publication is 25 cents per copy, 
postpaid. 


Stuprgs IN MusIcIANsHIP 
For tue Pranororte—In Four Books 
Booxs Turee ann Four 


SeLecr Srupies From Stepuen HELLER 
Edited by Iswor Purmier 


In another of these notes mention is 
made of the withdrawal from the advance 
of publication offer of Book Two of this 
series, Book One having been withdrawn 
some months since. Books Three and Four 
are not as yet ready for publication, but 
it will not be long now before they, too, 
are placed on the market and the special 
low advance price withdrawn. Many 
teachers are using the first volume of this 
series, and “first edition” sales indicate 
that this series will soon rank with that 
other master compilation of our catalog, 
the Selected Czerny Studies, in Three Vol- 
umes, by Emil Liebling. The regular price 
of these Studies In Musicianship when 
published is $1.25, but while the books 
Three and Four are still on advance offer 
they may be ordered at the specially low 
price, 60 cents each, postpaid. 


THE SHEPHERD 
Musicat Pray 
By Maruitpe Brrpro 

This new work is now well under way 
and copies will be ready for distribution 
very soon. It is an interesting little oper- 
etta, susceptible of a considerable variety 
in its rendition. While primarily intended 
for students of high school age, it may be 
performed by those who are still younger. 
It may be given with considerable dancing 
or only a little, but it will be more effective 
if the dancing is somewhat elaborated. 
The music is in Miss Bilbro’s best vein and 
the entire work is of a high class. 

The special introductory price in ad- 
vance of publication is 35 cents per copy, 
postpaid. 


ALGERIAN DANCES 


Suire ror THE PIANOFORTE 
By R. S. Stoucuron 


The music of the Orient furnishes splen- 
did material for idealization. These 
dances in the Oriental manner are not only 
useful for aesthetic dancing, but they 
make very attractive piano solos. This 
Suite by Mr. Stoughton was written espe- 
cially for Ruth St. Denis and used with 
great success. 

The special introductory price in ad- 
vance of publication is 60 cents per copy, 
postpaid. 

(Continued on page 328) 
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(Continued from page 251) 
THE THIRTY-FIFTH ANNIVERSARY of 


Tschaikowsky’s death is to be marked by _re- 
vivals of his ‘Pique Dame” and “Eugen Onegin” 
at Paris, 


————— 


THE LA SCALA COMPANY, of Milan, with 
a personnel of about four hundred and seventy— 
including artists, an orchestra of one hundred, a 
chorus of one hundred and thirty, and the 
famous ballet, under the direction of Arturo Tos- 
canini—will for the first time visit Berlin for 
a series of performances in late May and early 
June. The announced probable repertoire will 
consist of three or four Verdi operas, Donizetti's 
‘Lucia di Lammermoor” and a work by one of 
the modern composers. 


¢——__—_—_____»5, 


GRAHAM McNAMEE writes in the January 
American Magazine, ‘““When I first began an- 
nouncing programs eighty per cent of the music 
broadcast was jazz; the demand was for jazz. 
Now seventy per cent of the requests are for the 
better music, and seventy-five per 


leading programs give better music. 
<¢—_—___________» 


THE ONE-HUNDREDTH ANNIVERSARY 
of the premiére of Goethe’s ‘‘Faust’’ in the Court 
Theatre of Brunswick, Germany, on January 19, 
1829, was celebrated by an exhibition which 
opened in that city on January 19th, last, dis- 
playing how the work, in its century of existence, 
had been heard in all parts of the globe. 


joes REY 


THE WAGNER-MOZART FESTIVAL will 
be celebrated at Munich from July 23rd to Au- 
gust 31st, at the Prinz Regent Theater. The 
German Chamber Music Festival will take place 
at Baden-Baden in the middle of July. 


<< ——_______—_—_—__ 


DR. CHARLES W. PEARCE, the eminent 
English organist, died at Bournemouth on De- 
cember 3rd, just four days before his seventy- 
second birthday. A native of Salisbury, he 
held many positions of honor, as organist, as 
teacher at Trinity College of Music and at Lon- 
don University; and at the same time he was 
well known as both composer and author. 


<—_—_—___—___—__—_- 5, 


A “JUBILEE FUND” in excess of three thou- 
sand dollars has been collected by admirers of 
Dame Ethel Smyth, to finance a program of her 
compositions to be given by the Berlin  Phil- 
harmonic Orchestra and the Kittel Choir. It was 
in the German capital that Dame Smyth’s larger 
works were first heard with favor. 


<¢—_—_______—_ > 
A RUSSIAN OPERA COMPANY is reported 
to have been formed in Paris. The movement is 
sponsored by Mme. Massenet, who has devoted 
three hundred thousand francs to the cause. 
Mme. Massenet is the wife of a young French 
engineer who is a nephew of the composer. 


<¢—————_—_—_—_—_——_ 


cent of the 


COMPETITIONS 

THE PRIZE OF ONE THOUSAND DOL- 
LARS, offered by Alfred Seligsberg, through the 
Society of the Friends of Music, for a sacred or 
secular cantata suitable for use by that organiza- 
tion, is again open for competition till Novem- 
ber 1, 1929. Particulars may be had from 
Richard Copley, 10 East 43rd Street, New York 
City. 

@ > 


$40,000 IN PRIZES are offered to American 
composers. $25,000 will be given for the best 
work in any form within the playing scope of 
the full symphony orchestra: $10,000 and $5,000 
will be given for the best and second best com- 
positions within the playing scope of the Ameri- 
can dance, jazz or popular concert orchestra. 
The symphonic contest closes on May 27, 1929. 


The popular contest closed October 29, 1929. 
Full particulars to be had from the Victor Talk- 
ing achine Company, Camden, New Jersey. 


This prize, altogether unprecedented in size in 
the history of music, was announced at a dinner 
given to the profession in New York City and 
was received with great acclaim. 


—————————— 


A PRIZE OF $1,000 is offered by the 
National Federation of Music Clubs for a com- 
position in any form for solo piano with or- 
chestra, to take fifteen to forty-five minutes in 
erformance. Particulars may be had from Mrs. 

C. Donovan, 1633 Shady Avenue, Pittsburgh, 
Pennsylvania. 


< > 


THE ELIZABETH SPRAGUE COOLIDGE 
PRIZE of one thousand dollars for a quintet 
for flute, oboe, clarinet, bassoon and French horn, 
or for piano and four wind instruments, is open 
to composers of all nationalities. Also another 
prize of $500 is offered for a suite or similarly 
extended composition for two pianos (two play- 
ers), open only to composers who are citizens 
of the United States. The competition closes 
April 15, 1929. Particulars from the Chief of 
the Music Division, Library of Congress, Wash- 
ington, D. C 


<¢@————— ©» 
A PRIZE OF ONE THOUSAND DOLLARS 
is offered by the Society of the Friends of 


Music for a cantata for chorus, not '* 
two nor more than four, soloists an? 
The contest is international, will expipeyiy 
1, 1929, and full particulars ‘ag 
Richard Coplev. 10 East 43rd Se 
City. ; 
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PERSONNEL 

Introducing our 

patrons to the 

Iighly trained 
ch} 
members of our ire 
s3)) 
staff who serve | 
i . ie 
them daily. 1S 
\ 2) 
| We have selected Miss Alberta 
& M. Allen as one of the members of |/s4 
a our organization to introduce this |i 
| month. She is one of our reliable La 
|| workers and it was in March 1921 [liq 
| that she started with the Theodore 
i) Presser Co. Her previous business ia 
| experience had been with several |§5}) 
ay other large business enterprises in |'g4 
Q the city of Philadelphia for whom |i@ 
she did bookkeeping detail and her 
Bs first duties with us were to care |i 
s iS for a group of accounts on our |) 
| professional ledgers. « 
@) In the course of two years there 1 
Bs was a bookkeeping vacancy on the |ifq 
| college ledger and Miss Allen was _ |'§)j 
|| moved to this division of our Ac- is 
| counting Department. KG 
| | With the expansion of our | 
|| business, there was need for an Ww 
4; efficient individual to do the ac- ize! 
L | countancy work in connection with |} 
S| our Royalty Ledger. Miss Allen i 
|| was selected for this important |\4 
\¥} work and as an able assistant to ® 
|| our Mr. Tucker, who supervises |jtq 
the Royalty Ledgers, “Miss Allen |§§) 
| computes the royalties due com- KS 
}a| posers and authors upon the sales in 
3}; of their works and makes the state- | 
| ments by which they are ,paid. in 
+ SH Miss Allen also assists in the |? 
i Purchase Ledger work, aiding the is 
(@| Treasurer’s Department to pay all |§ 
(| bills incurred by the Theodore Pres-  |\i€ 
fa} ser Co. in conducting this business. | 
a Miss Allen, in her quiet way, | 
pa!| impresses one as being a_ peace-_ jitq 
i loving individual who is happy in_ |p) 
fA) her work, which gives us cause to |iig 
‘@| believe that we shall be fortunate |ity 
jy; enough to count upon her depend- |i 
Pal able services for many years to |\® 
\S¥| come. Incidentally the musical Kd 
education she received as a child |\kq 
now makes possible many mements P 
of pleasure at the piano keyboard. Hee 
i 
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New Piano ALBUM FOR YOUNG 


PLAYERS 


The Theodore Presser Co. issues a series 
of reasonably priced albums that have a 


very large sale. Special large plates are 
used in printing these albums, making it 
possible to give within the given number 
of pages several times the number of 
pieces that it would be possible to include 
with the ordinary plates. We have in 
preparation a new album for this reason- 
ably priced series and this new album is 
to be for young players. It will contain 
a very generous quantity of attractive first 
and second grade pieces that will supply 
excellent recreation material to keep up 
the interest of the young piano students. 
We are introducing this new volume by 
accepting advance of publication orders 
now at 35 cents a copy, delivery to be 
made as soon as the book is published. 


Requiem Mass 

For Two-Parr Cuorus 

By Geremia M. Fasriz1 
Considering the frequent use that is 
made of them, for Funerals, Anniversaries 
and Month’s Mind Masses, there are com- 
paratively few Requiem Masses from 
which to choose, and Catholic organists 
and choir directors will, no doubt, welcome 
the publication of this new easy Mass. It 
is arranged for two-part singing and is 
excellent for use either by the children of 
the Parochial School, Young Ladies’ So- 
dality Choir or by a two-part chorus of 
young men’s voices in Preparatory Col- 
leges, High Schools or Seminaries. Por- 
tions of the Gregorian chant are intro- 
duced occasionally, giving the work an 
added dignity. Of course, it is strictly 


> pituraical. Orders for single copies are 


versed, while the work is in prep- 
‘publication, at the very low 
“ents a copy, postpaid, 


\ 


Our Litrte American Cousins 
Six Cuaracreristic Pieces ror THE 
Pranororre Wrrit Worps 
By Latta RycKkorr 
In this little collection of pieces various 
familiar characters and scenes are happily 
depicted. Although very easy to play, the 
little pieces are highly characteristic. They 
are especially good for rhythmic drill and 
as studies in style. They will be published 

complete in an attractive little volume. 
The special introductory price in ad- 
vance of publication is 30 cents per copy, 
postpaid. 
Brut Rincz Ipyts 
Sure For tHE PrIANOFORTE 
By Liry Srricknanp 
There is a strain of pure Anglo-Saxon 
origin in the southern mountains of this 
country. It reflects itself in the manners 
and customs of the people and in their 
music. The composer, who is a native of 
the south, has caught the spirit and the 
romance of these mountain people and in- 
corporated them into a very interesting 
set of piano pieces. They are distinctive 
in style and not difficult to play. 
The special introductory price in ad- 
vance of publication is 60. cents per copy, 
postpaid. 


Licht OpekA PRODUCTION 
For Scuoon anp Community 

By Gwynne Burrows 
It is often a matter of circumstances 
and a desire to accomplish something for 
the benefit of an organization, school, 
church or community that an individual 
finds devolving upon him the entire re- 
sponsibility for putting through the pro- 
duction of a musical play. Practically all 
of us have seen musical plays where the 
characters, each time they had a solo, step 
forward in almost concert style to sing it 
to the audience, and when the chorus was 
required, its members, just flocked on the 
stage and gathered in a confused group 
to sing to the audience the chorus number 
the score indicated that they should sing 
at that point. Such amateur blights upon 
the performance would have been avoided 
if the conductor and stage manager were 
fully informed upon technical details, 
which, carried out, would take the produc- 
tion out of the amateur class and give it 
that finish and brilliance that will make 
the audience feel the performance has pro- 
fessional qualities. This book gives in- 
structions along these lines, all the way 
from guidance in the selection of the light 
cpera or musical play to the management 

and staging of the performance. 
In advance of publication an order may 

be placed for a copy at 60 cents, 


To a Katypip 
Canara FoR CHiLpREN’s Crrorus 

By Cart Buscu 
This new cantata is very nearly ready. 
We will have it out in ample time to be 
studied for the cormmencement and exhibi- 
tion events of the coming spring and early 
summer seasons. This is a delightful work 
for choral study, rather pretentious in 
character but not difficult to sing. It is 
intended as a purely musical effort with- 


tories and colleges of music. 


work is in the course of preparation or- 
ders are being accepted at the special 
price in advance of publication of 40 cents 
a copy, postpaid. 


ADVANCE OF PUBLICATION 


‘Orrers WITHDRAWN 


With this issue of Tur Ervupe Music 
MaGaz1ne we are pleased to announce the 
publication of several works that have ap- 
peared during the past months in these 
pages at special advance of publication 
cash prices. These special prices are now 
withdrawn and the books are obtainable 
at the prices here quoted. Teachers and 
active music workers may obtain copies 
for examination according to our usual 
terms. 

Studies in Musicianship, Book Two. 
Selected Studies from Stephen Heller. Ed- 
ited by Isidor Philipp. This is the second 
book of the four-volume series containing 
gems from the musical pianoforte educa- 
tional writings of Stephen Heller, com- 
piled and edited by his foremost pupil, 
Isidor Philipp, Professor of Pianoforte at 
the Paris Conservatoire. The first book 
has been on the market for several months 
and already has been included in the cwr- 
ricula of many private teachers, conserva- 
: Price, $1.25. 

Students’ Concertos, Nos. 1 and 2, by F. 
Seitz, for Violin and Piano... A brand new 
edition of these famous compositions, so 
frequently used as recital material for ad- 
vancing students, and mentioned hereto- 
fore in these notes. as Concertinos, No. 1 
and” 2, has recently been added to the 
Presser Collection. Every violin teacher 
should know this splendid new edition. 
Price, 75 cents each. 

Stories to Sing To, by Gladys Taylor. 
A method for inculeating a sense of pitch 
in tiny tots of kindergarten age by means 
of two little stories in which the cries of 
animals and the sounds of bells are in- 
troduced. This is a unique and most inter- 
esting little book. Price, 60 cents. 


SAVE A DOLLAR 


Your opportunity to secure 24 fine edi- 
tions of Tue Erupe Music Macazrne for 
$3.00 is here. The last date on which the 
special two-year money-saving price will 
be accepted is Monday, April 15, 1929, at 
twelve o'clock noon. Why not place your 
own subscription for one year if you wish 
and do a favor for a musical friend not 
familiar with Turn Ervor Mustc Magazine 
by entering his name for one year? You 
will be doing him not only a real kindness 
but will be giving him a real musical help. 

Bring this two-year special one dollar 
saving rate of $3.00 net to the attention 
of your musical friends. They cannot 
make a better musical investment. 


CHANGES OF ADDRESS 


If you desire the address changed on 
our Evuper list, be careful to give both 
your old and new addresses. Our files are 
arranged geographically by state, town and 
name, and unless we have both addresses 
delay in locating a subscriber must ensue. 
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THE PRESSER 
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Introducing our § 
patrons to the 
highly trained 
members of our 
staff who serve 
them daily 


Miss Margaret M. Hillyard, al- } 
most from the time she was old | 
enough to be in business, has been 
giving her services to the music 
industry. Previous to coming with 
the Theodore Presser Co. in Jan- 
uary 1911, Miss Hillyard was | 
cashier of the J. E. Ditson & Co., 
music dealers and Philadelphia | 
branch of the Oliver Ditson Co. | 
Upon the discontinuance of the J. 
E. Ditson & Co. branch, Miss Hill- | 
yard was given a position as an. 
assistant in the Bookkeeping De- 
eee of the Theodore Presser 

0. 
In her unassuming, but ever 
faithful, manner she soon advanced 
in this department and since 1921 
has handled what we please to term 
the Purchase Ledger work. 

In maintaining the world’s larg- 
est stock of music publications, con- 
ducting a great publishing business 
and rendering service to thousands 
of music buyers in all parts of the 
civilized world, there are many pur- 
chases of all kinds of music pub- 
lications, supplies, printing, paper, 
binding, ete., and Miss Hillyard 
makes certain that every bill has 
been properly okehed and figured. 
After an auditing has been made 
of invoices and statements there 
are many checks to be drawn and 
sent along with proper vouchers 
for the Treasurer’s signature. Any- 
one viewing the stack they make 
each month would quickly appreci- 
ate that these but indieate the 
great volume of business that per- 
mits such economical purchases as 
to make possible the most reason- 
able pricing of musi¢e publications 
and the granting of many liberal 
conveniences with regard to exam- 
ination privileges, charge accounts 
and other conveniences bhenéiittixs 


WLEIVGe 


our patrons. 


THE: Ge CLEF 
TWO PART CHORUS 
BOOK 


Price, 50 Cents 

Discounts on Quantity Lots 
A finer variety and a more useful col- 
lection of material in a compilation of 
nineteen numbers would be difficult to 
give. Everyone interested in the cho- 
rus work of schools, girls’ glee clubs 
and women’s choruses should get this: 
new collection. 


Bramination Privileges extended to 
school supervisors and chorus directors 


THEODORE PRESSER CO. 
1712-1714 Cuestnur Sr., Purza., Pa. 


THOD 


cists. 


1712-1714 CHESTNUT STREET | 


out action or costume. s >—~ 

The special introductory price in ad- ‘ 
vance of publication is 30 cents a copy, B b) M 
postpaid. / EGINNER S ; 
Tree Scenes FROM Henry VIII FE S )P’ O a 

By Eow. German NNE TO 

Written originally for the production of By H. BE . HEN’ N 
the play Henry VIII -in 1892, these three Pricé, $1.25 
dances have grown in popularity with the i: y 
development of the radio and the wide- A Classic in Saxophone Instructors 
s Ti se in th ber of good j ae Pi. 
erchestvas’ This Hate Hencde sane mivted A master saxophone artist_pfepared this instructor for beginners on the saxophone 
frequently by both tha profésstonall ‘or- and everything is presented“in a clear, simple aid practical manner. Abundant 
chestras and’ the dkcelidai? aches explanations, illustrations and a complete chart of the saxophone aid the teacher and 
od ae aay es sAbethetoge piano student. These helps even make it possible for use in self-study where no teacher is 
gana Fi yh sane ‘we dances The afor: available. Excellent musical selections are utilized in developing playing ability. Mr. 
ae Tahest The Shepher@as Vameaehe Henton is considered by many to be the greatest of saxophone s } 
Torch Dance—is highly characteristic and as 
may be used to good advantage as a con- " } 
cert or drawing room number;~or for THEODORE PRESSER CO., Philadelphia, Pa. 
classic dance purposes. heres Everything in Music Publications - oa 

A new edition of this set is to be issued 
in the Presser Collection, and while the 
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